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PREFACE. 



As very few teachers would deem it wise to choose @milia 
ßJalotti for high-school reading, this edition has been pre- 
pared largely for such coUege students as have sufficiently 
mastered the Clements of the German language to be able 
to read this drama as a classic. The notes are therefore to 
a great extent devoted to the dramatic technique of the 
work, and to such suggestions in regard to the development 
of the characters as are most often overlooked by students. 
Since Lessing's language is on the whole clear and simple, I 
have tried to draw the attention of the Student merely to 
such words or passages as are peculiar to him, or to the 
language of the last Century. 

The basis of the text is the Lachmann-Muncker edition of 
S^ffi^Ö/ II> 377-450- The deviations from it are only those 
of orthography and punctuation. In orthography I have 
adopted the Prussian System of spelling, and I have changed 
Lessing' s punctuation so as to make it to conform to mod- 
ern usage. It is well known, for instance, that Lessing often 
uses a semicolon where we should use a simple comma, and 
that many of his commas would to-day seem superfluous, 
And yet I am fuUy conscious of the dangers of such a 
change, especially so in Lessing, whose punctuation is ii 
many cases as individual as his style. It was only the con^ 
viction that the Student would on the whole be mislea 
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IV PREFACE. 

rather than helped by a reproduction of Lessing's punctua- 
tion, that induced me to undertake the change. 

The introduction assumes a general knowledge of Les- 
sing's life and times, such as any one of the populär English 
biographies of Lessing would furnish. In referring to the 
various opinions of the critics on the disputed points of the 
drama, I have avoided exact citations, because I have had 
in mind the general point of view taken by them, rather 
than any individual passages. 

The bibliography appended to the notes lays no claims to 
completeness, but contains the most important books and 
essays on @miUa ©alotti. I have consulted, more or less, 
all the works mentioned in this bibliography, and herewith 
acknowledge my indebtedness to them. The point of view 
arrived at in the introduction is, as far as I know, not in- 
fiuenced by the ideas of any single work or essay, but is 
rather based upon a careful consideration of the most im- 
portant thoughts advanced by the various critics of the 
drama. 

I owe special thanks to Professors Calvin Thomas, George 
Hempl, Alexander Ziwet and George A. Hench of the Uni- 
versity of Michigan, who have kindly read my manuscript, 
and who have given me many valuable suggestions. 

Max Winkler. 
Cambridge, Mass., August, 1895. 



INTRODUCTION. 



I. THE COMPOSITION OF THE DRAMA. 

Ebolia Galotti is, as regards its structure, the maturest 
dramatic production of Lessing. He worked upon it, off and 
on, for fiiUy fifteen years, carried it with him on all his travels, 
considered and reconsidered every detail, so that the drama in 
its final form is the product of his strongest critical and creative 
£ciculties. During these fifteen years he devoted his most 
serious study to the drama, and his vigorous and on the whole 
just attacks on the felse dramatic principles then current in 
Germany, form one of the most heroic chapters in the literary his- 
tory of that country. These attacks were not merely negative, 
but also established dramatic principles, most of which are as 
valid to-day as they were for Lessing^s time. It is according to 
these principles, most fiilly expressed by Lessing in his ^am- 
Burgifd^c Dramaturgie, that we shall discuss and interpret his 
tragedy. He wrote it with the direct Intention of giving to his 
nation a model drama, which was to exemplify in its general 
outlines as well as in its minutest details all the important 
dramatic laws for which he so zealously contended. It is his 
most carefiiUy constructed work, and there is hardly a drama in 
the German language which requires such close attention to the 
smallest touches of the poet as @mi(ia @)aIottt. 

In the year 1750 the Spanish poet Don Augustino de 
Montiano y Luyando published his drama ** Virginia," which 
was translated into French by Hermilly in 1754. This French 
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translation of Montiano's drama Lessing read, and possibly the 
thought of writing a German drama on the same subject 
occurred to him at that time. At any rate, in 1754 he criticized 
Montiano's dramä very favorably in his Stl^eatraüf^e Sibliotl^cf,' 
a Journal recently established and edited by himself, which was 
intended to give a critical history of the theatre of all times and 
all nations. Montiano's drama was written according to the 
strict mies of the French classic theatre, and Lessing's favorable 
opinion of it was due to the fact that he was then still under 
the influence of Gottsched and the French classicists. When 
thirteen years later he again criticized this same drama in the 
^amburgif^c S)rantaturgie,* his antagonism to the French classic 
drama led him to revoke his former favorable estimate of it. 

The first time we hear of Lessing' s Intention to write a drama 
on the Roman Virginia is in 1757. In that year the Berlin 
book-seller and critic Friedrich Nicolai, as editor of the SBibfios 
tl^cf bcr fc^önen SSiffcnfc^aftcn, ofFered a prize of fifty Thaler for 
the best German tragedy. For this prize Lessing intended to 
compete, and so referring to himself in the third person, he 
writes Oct. 22, 1757, to his friend, the Jewish philosopher Moses 
Mendelssohn of Berlin : ** Another young man is working here 
on a tragedy which might perhaps prove to be the best of all 
(the competing ones), if he had a few more months' time to 
spend upon it." ^ 

Nov. 25, 1757, Lessing writes on the same subject to Nicolai 
as follows : ** The tragedy on which a young man of this place 
is still working, you shall have in three weeks, etc." * But the 
work did not progress as rapidly as Lessing had expected, and 
so the prize was awarded to the promising young poet, von 
Cronegk, for a tragedy entitled Äobru§. 

* ScfflnflS fflcrlc, Lachmann-Muncker Ed., Vol. VI, 70-iao. 
» ßcfflng« äBerfe, Lachmann-Muncker Ed., Vol. X, 74-75« 
» Scfflng» ©erfc, Hempel Ed., XX i, 138. 
« Seffinge 9Berfe, Hempel Ed., XX i, 139. 
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A Short dramatic dialogue between two clients of the Roman 
decemvir Appius Claudius has come down to us, and has for 
many years been regarded as a fragment of the Virginia drama, 
on which Lessing was at work in 1757.* But Gustav Roethe 
has discovered that this scene is not Lessing^s original compo- 
sition, but merely a literal translation of the opening scene of 
Samuel, Crisp's drama ** Virginia." Through the influenae of 
powerfid friends this weak drama was produced in Drury Lane 
Theatre, Feb. 25, 1754, with Garrick playing the role of Vir- 
ginius. Lessing^s translation of the flrst scene must therefore 
have been written sometime after the representation of Crisp's 
drama. This bit of translation, together with his criticism of 
Montiano's drama (1754), clearly indicate his great interest in 
the theme between the years 1754 and 1758, although they 
do not throw any light upon his earliest conception of the 
drama. It is very likely, however, that he intended at first 
to follow the Roman story quite closely. The reasons which 
then attracted Lessing to this subject are clear. He was 
at that time a great admirer of the social and political virtues 
of antiquity and especially of Rome, and in fact dramatized a 
contemporaneous event which was suggestive of Roman heroism. 
So the brilliant dramatic fragment ©amuci ^enjl (1753) arose, in 
which that brave Swiss patriot was conceived as a sort of 
modern Brutus ; we also have from the year 1756 or 1757 the 
sketch 5)a§ befreite Slom, which treats of the story of Lucretia, of 
the expulsion of the Tarquins and of the establishment of 
Roman freedom through the patriot Brutus — a theme closely 
related to that of Virginia. 

At the beginning öf 1758 Lessing seems to have completely 
changed his plans in regard to his drama SBirgtnta. For on Jan. 
21 of that year he writes again to Nicolai : ** He (the dramatist) 
works pretty much as I do. Every seven days he writes seven 
lines. He constantly extends his plan, and constantly rejects 

^ Lachmann-Muncker Ed., III, 359-360. 
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again something he had written. His present subject is eine 
bürgcrlid^c S^irginia, whom he has called Emilia Galotti, 
He has freed the story of the Roman Virginia from all that 
which made her interesting to the whole State. He believed 
that the fate of a daughter who is killed by her fether, to 
whom her virtue is more precious than her life, was in itself 
tragic enough and amply able to move the whole soul,.even if 
no overthrow of the entire Organization of the State followed 
thereupon. His plan is a tragedy of only three acts, and he 
uses without any scruples all the liberties of the English 
stage." ' 

It is very likely that the drama as sketched in the above 
letter, resembled in its general outlines the present drama. 
After 1758 Lessing seems to have done Uttle or nothing upon 
this work for almost ten years, in the course of which time his 
powers as a dramatist and critic became considerably enlarged 
and strengthened. He resumed the work during his residence 
in Hamburg (i 767-1 770), when he extended it to five acts. 
The main reason for then taking up again his long neglected 
work, was the conviction that the only way to give force and 
meaning to the dramatic laws which he was laying down in his 
^amburgif^e 2)ramaturgic, was to write a tragedy in which these 
laws were correctly applied. Also his defiant antagonism to 
the most celebrated French dramatists and critics demanded for 
its justification some dramatic work from his own pen. Be- 
sides, he feit a natural desire to do something more for the 
Hamburg theatre than merely to criticize the productions of 
others which appeared upon that stage. It also occurred to 
him that his ©milia ®aIotti would be particularly well suited 
for some of the actors of the Hamburg theatre. All these con- 
siderations induced him to rewrite his drama, not with any In- 
tention of Publishing it, but simply for the use of the Hamburg 

1 Hempel Ed., XX i, 145- 
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stage. But the rapid failure of the Hamburg national theatre 
(1769), for which Lessing had entertained such high hopes, so 
disheartened him that he again laid aside his drama and re- 
tumed to his archseological studies. Moreover, the catastrophe 
of the drama, namely the death of Emilia at the hands of her 
father, troubled him greatly. This deed, in order to be en- 
tirely devoid of any appearance of brutality, had to be so con- 
nected with the events and characters of the drama as to seem 
the inevitable outcome of the Situation. As was Lessing's habit 
in such cases, he stopped wriiting on the drama, but carried this 
difficult problem in his mind. It was not tili the winter of 
1 771-1772, that he found time and inclination in the solitude 
of Wolfenbüttel to finish his work. He himself teils us in a 
letter to his brother Karl ' that neither the drama of 1758 nor 
the Hamburg version of 1 768 was of use to him in the final 
recasting of his work. The drama was finished in Feb. 1772, 
and was first represented in Brunswick, March 13, 1772, in 
honor of the birthday of the dowager duchess. Lessing had 
some doubts about the propriety of representing it before the 
court, and so he sent the first three acts of the play to Duke 
Karl, asking him whether the tragedy was suitable for the 
occasion. No objections were raised, and the drama was played 
before the ducal family. Lessing was not present at the Per- 
formance. It was soon afterwards produced in the great cities 
of Germany : in Berlin, Hamburg and Vienna, with more or 
less success. In our Century, though produced occasionally, it 
has Tifwer become populär. For the critics this drama has been 
a bone of contention ever since its appeiarance. It has been 
enthusiastically praised by some and severely attacked by 
others. The poetic circle at Göttingen (1772) was most 
favorably disposed toward it; Wieland, Mendelssohn and 
Nicolai praised it unstintedly; Herder, Goethe, Schiller and 

1 Hempel Ed., XX x, p. 483. 
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Friedrich Schlegel assumed a more reserved attitude toward it, 
praising it on the technical side, but regarding it as an artificial 
production, as a carefully planned work of reason rather than as 
a drama of genuine poetic Inspiration. The critics of our Cen- 
tury have added very little of vital importance to the views of 
Lessing's contemporaries. Some have admired it, others have 
attacked it, according to their individual critical Standpoint. 

II. SOURCES OF.THE DRAMA. 

The original source for the story is Livy in his history of 
Rome, III, § 40 ff. It is in brief as foUows : During the de- 
cemvirate (451-449 B.c.) there was serving in the army a well- 
known brave centurion, named Virginius. He had a daughter 
Virginia, who was betrothed to L. Icilius, once a populär tribune 
of the people. Of this girl Appius Claudius, the powerful de- 
cemvir, became enamored, and not being able to win her by 
bribes, he determined to have recourse to violence. One day, 
as the maiden attended by her nurse was going to school, Mar- 
cus Claudius, a dient of the decemvir, laid hands on her and 
claimed her as his slave, in accordance with a previous agree- 
ment between himself and his master. The nurse cried for help, 
a crowd gathered around them, and all went before the judgment- 
seat of the decemvir. In his presence Marcus Claudius repeated 
the tale he had been taught, viz. that Virginia was the child of 
one of his female slaves, and that the wife of Virginius, having 
no children, had obtained this child from its mother, and had 
presented it to Virginius as her own. He fiirther stated that he 
would prove this to Virginius as soon as he returned to Rome, and 
demanded that the girl should meanwhile be handed over to his 
custody. Appius Claudius, fearing a tumult of the people, said 
that he would let the case stand tili next day, but that then, 
whether her father appeared or not, he would execute the laws. 
At the same time he sent word to his coUeagues in the camp to 
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detain the father in the army, but the messenger arrived just 
after Virginius had obtained bis leave of absence. Early next 
moming Virginius and bis daugbter came to the forum with 
their garments rent. Appius knew tbat, if he allowed the matter 
to come to a formal investigation, the father would unmask the 
plot ; for this reason, without sufFering Virginius to make bis de- 
fence, he bastened to give sefitence, declaring it to be bis con- 
viction tbat the maiden belonged to bis dient. The people 
were aroused at tbis monstrous defiance of all law, but the de- 
cemvir, fearing a riot, had brought with bim a large body of 
patricians and their clients, and feeling strong in their support, 
be ordered bis lictors to disperse the mob. The people drew 
back, leaving Virginius and bis daugbter alone before the 
judgment-seat. All belp was gone. The unbappy father then 
asked the decemvir to be allowed to speak one word to the 
nurse in bis daughter's bearing, in order tbat be might ascer- 
tain the truth. The request was granted. Virginius drew them 
aside, and snatching up a butcber's knife from one of the Stalls, 
plunged it into bis daugbter's breast, exclaiming : ** This is the 
only way, my child, to keep thee free." With the bloody knife 
in bis band, he rushed to the gates of the city unopposed, and 
retumed to the camp. His comrades espoused bis cause, 
marched to Rome, and compelled the decemvirs to resign. Vir- 
ginius afterward accused Appius Claudius of violating the laws, 
and ordered bim to be thrown into prison to await there bis 
trial. But the proud patrician, seeing tbat condemnation was 
certain, put an end to bis life. 

These are briefiy the events related by Livy, and the first In- 
tention of Lessing was to dramatize tbis story and make out of 
it a political tragedy. But, as we have seen, he cbanged his plan 
entirely at the beginning of 1758, detiermined to modemize the 
story, to omit the political side of it, and to transform bis bero- 
ine into eine bürgcrüd^ SJirginia. The reason for tbis fortunate 
cbange of plan is to be found in Lessing^s remarkable critical in- 
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sight into dramatic problems. He was well acquainted with 
several tragedies which had followed Livy's story closely, and 
had made its political side qmte prominent. So, for instance, 
the Spaniard Montiano tried, and tried invain, tounite dramati- 
cally the two elements in the Roman story, the death of Virgi- 
nia and the overthrow of the power of the decemvirs. But as a 
matter of fact, there is no neces'^ry inner connection between 
the death of the daughter and the overthrow of the decemvirs. 
We have here really two distinct, to some extent quite indepen- 
dent events, which, owing to many other coexisting circum- 
stances related by Livy, are brought into close relationship. 
The mere fact that a father kills his own daughter because her 
honor is in danger, does not of necessity bring about an over- 
throw of the govemment. To make such a revolution seem 
necessary, the dramatist would have to depict all the attending 
conditions which could bring two such independent catastrophes 
into a relation of cause and efFect to each other. This the pre- 
decessors of Lessing had not succeeded in doing, and therefore 
the sudden overthrow of the government with which their dramas 
end, has no tragic necessity, and is merely a loose appendage. 
It.was this dramatic weakness of his predecessors that Lessing 
clearly saw and tried to avoid. For him, the carefiil Student of 
Aristo tle's Poetics, unity of action was the most important of 
all dramatic laws, and he saw that to introduce the political 
element of Livy 's story into his tragedy, would imply an enlarge- 
ment of the subject, which it would be diificult, perhaps impos- 
sible to treat successfully within the narrow compass of three 
or live acts. Even Schiller with his powerflil dramatic genius 
could not treat of great political upheavals without sacrificing or 
weakening thereby the unity of action of his dramas. 5ie§!o, 
^Baßcnftein, ^Bill^eim ^cH, all sufFer more or less from a duality' 
of interest. How much stress Lessing laid at that time upon 
unity of action, can best be seen in his unique drama ^^llotaS 
which appeared in 1759. ^^ ^^ a tragedy of one act, and its ac- 
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tion is so concentrated, so reduced to the representation of the 
barest essentials, the style is so epigrammatic that the work 
impresses iis as highly artificial, although it shows us how hard 
Lessing was then struggling to attain to the directness and dose- 
ness of structure of the ancient Greek drama. 

There is also another reason why Lessing determined in Jan. 
1758, to simplify and modernize Livy's story. Lessing stood 
at that time under the influencfe of the English stage,and of 
Diderot, one of the greatest French critics of the i8th Cen- 
tury. How deeply Lessing feit himself indebted to Diderot, is 
best seen from his own words written shortly before his death, 
in 1781 : **For be my taste what it may, I am nevertheless 
but too clearly conscious of the fect, that without Diderot's ex- 
ample and teachings it would have received a quite different 
direction, perhaps a more individual one, but hardly one with 
which my understanding would, in the end, have been more 
contented." * 

In 1760 appeared Lessmg^s translation of Diderot^s drama 
«* Le Fils Naturel," and of his dialogues, called **Entretiens" 
(1757) . These dialogues contain the gist of Diderot's dramatic 
ideas, which made such a deep impression upon Lessing. 
Throughout the whole work Diderot preaches naturalness. He 
urges his co\mtr3rmen to abandon the conventionalities of the 
French classic stage, which chose as its heroes only the lofty 
characters of classical antiquity, and which treated in the 
elevated style of a Corneille or a Racine of passions which were 
untrue or extreme, and hence incomprehensible and indifferent 
to the great mass of the people. He wishes to emancipate French 
drama from this formal dement, insists upon the treatment of 
the great and universally true human passions as the prime ob- 
ject of the drama, and demands that the dramatic form and 
language become the free and natural expression of genuine 

^ Lachmann-Muncker Ed., VIII, a88. 
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human emotions. When Diderot admires the classic Greek 
drama, it is not because it treats of semi-divine heroes, or 
because of its peculiarly beautifid form, but because of the 
universal significance of the passions developed therein. So 
he urges that the drama, in order to become an eificient 
agent for good in sodety, should choose such themes as will be 
most easily understood by the people. He is therefore op- 
posed to subjects taken from classical antiquity, and regards the 
various conflicts of family life as subjects best fitted for modern 
tragedy. Such tragedy he calls ** trag^die bourgeoise." Les- 
sing well expresses this same point of view in his Dramaturgy. 
He says : ** The names of princes and heroes may lend pomp 
and majesty to a play, but they contribute nothing to our emo- 
tions. The misfortunes of those whose circumstances most re- 
semble our own, must naturally penetrate most deeply into our 
hearts, and if we pity kings, we pity them as human beings, and 
not as kings. Though their position often renders their mis- 
fortunes more important, it does not 'make them more interest- 
ing. Whole nations may be involved in them, but our sympathy 
requires an individual object, and a State is £dir too abstract a 
conception to touch our feelings." * 

Accordingly, Lessing resolved not to write a Roman tragedy, 
but a modern one — a ** trag^die bourgeoise" — based merely 
upon the tragic element that touched him so much in Livy's 
Story. It was the terrible conflict in a father's soul that became 
essen tial to him, and not the fact that the action took place in 
the heroic days of the early Roman republic. Therefore hewrites 
in Jan. 1758, to Nicolai: **The fate of a daughter who is 
killed by her father, to whom her virtue is more precious than 
her life, is in itself tragic enough, and is amply able to move 
the whole soul." 

Thus, with the inten tion of simplifying and humanizing the 

1 Lachmann-Mttncker Ed., IX, 339. 



INTRODUCriON. XV 

old Story, it was of course necessary for Lessing to change the 
names of the Roman characters, and to determine upon a time 
and place of action. Lessing chose a petty Italian court of the 
I7th Century. Why did he do so? Why did he not lay the 
scene at some German court of his own day ? The reason is 
clear. Germany seemed to Lessing an unsui table place for the 
scene of action, because, owing to the notorious licentiousness 
and absolutism of many of the German courts of his day, the 
attack would have been too obvious and might have involved 
him in unnecessary difficulties. An insignificant unhistorical 
prince of some foreign obscure country was just as suitable for 
his poetic purposes as a very well known sovereign, and it was 
certainly much less dangerous to represent such a prince at that 
time. Lessing needed an absolute ruler for his drama, because 
the violent deeds which occur in it would have been impossible 
under a just constitutional government. So the action very ap- 
propriately takes place during the era of Louis XIV, ** le grand 
monarque," who raised absolutism to a principle, and whose 
splendid but frivolous court of Versailles so many minor 
princes of Europe tried to emulate. Besides, Italy was pre- 
eminently the land where mercenary bandits of the type of 
Angelo and Pirro were common. Moreover, Germany was 
hardly the country to produce a prince such as Lessing needed, 
a weak, impulsive, self-indulgent prince, but still a man of 
culture, of a charming personality and, even in moments of 
extreme passion, of exquisite refinement. It is true that 
Augustus II and Augustus III of Saxony probably suggested to 
the poet some traits with which he endowed his prince, but 
only the rapidly decaying renaissance culture of Italy, such as 
existed during the I7th Century, could produce a man morally so 
weak and corrupt, and yet personally so attractive as Lessing's 
Hettore Gonzaga. Even the much healthier renaissance of the 
I5th and i6th centuries often developed tyrants, who dis- 
played that same combination of refinement and sensuality as 
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Lessing's prince. The houses of Medici and of Este, for ex- 
ample, have produced several such types. But with the excep- 
tion of the prince, the characters and the general spirit of the 
piece are German, and accordingly, the younger contemporaries 
of Lessing, the poets of the ** Storni and Stress" movement, 
regarded this drama, notwithstanding its Italian garb, as 
directed against the immorality and tyranny of their own 
princes. They tried to Imitate it, interpreted it politically, and 
several anti-tyrannical tragedies appeared during the next ten 
or fifteen years after the publication of ©milia ®aIotti. The 
strongest of these is Schiller's Kabale unb Siebe, which, in its 
general outlines as well as in some of its details, shows clearly 
the infiuence of Lessing's drama. 

Notwithstanding the modernized character of the Roman 
Story, the drama betrays even now, in its remodeled form, its 
source. Appius Claudius, the tyrannical, brutal Roman de- 
cemvir, is changed into the prince Hettore Gonzaga of 
Guastalla. The prominent plebeian centurion Virginius we 
have reproduced in the honorable Citizen , colonel Odoardo. 
Virginia, the plebeian girl, corresponds to the bürgerli^c 
SBirginia, although the character of the latter, for very definite 
reasons, differs from the Roman prototype. Icilius, the young 
' Roman tribune, the favorite of the people, somewhat distantly 
corresponds to Appiani, who despises the corrupt tyrannical 
rule of the prince. Marcus Claudius, the servile dient of the 
decemvir, becomes the courtier Marinelli, who panders to the 
passions of the prince. Appius Claudius and Virginius, the 
patrician and the plebeian, antagonize each other, because their 
principles and their aims are radically different. Just so 
Odoardo dislikes the prince, refuses to serve under him, and 
opposes him wherever he can, because his lofty conceptions of 
government differ entirely from the corrupt practices of the 
court of Guastalla. Appius Claudius entertains an illicit passion 
for Virginia, just as the prince does for Emilia, and both the 
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decemvir and the prince feel no scruples about using the abso- 
lute power entrusted to them for the gratification of their 
desires. Virginia is betrothed to Icilius, Emilia to Appiani, 
and finally Virginia is killed by her father, just as Emilia is by 
04oardo. Both Virginius and Odoardo, difFerent as their char- 
acters are, act at last from the same motive. Orsina is the 
only important character which is an entirely new creation of 
Lessing. From this parallelism it is clear that the main out- 
lines of Livy's story remained unchanged in Lessing's drama. 

Some delicate touches Lessing owes to Montiano. In the 
first scene of the Spanish drama we find a difFerence of opinion 
between the nurse Publicia and Virginia as to the advisability 
of informing Virginius, who is in camp, of the threatening 
danger. Publicia wishes to let him know of the exact State of 
things, but Virginia, knowing her father's hasty nature, fears 
evil cohsequences from such a disclosure.* We find a similar 
difference of opinion between mother and daughter in Lessing's 
work. Only here the State of things is reversed. The first 
Impulse of the daughter is to confess everything which has 
happened in church to Appiani, but Claudia, who is conscious 
of having been the involuntary cause of all this misfortune, 
fears the wrath of Odoardo, and therefore induces her daughter 
to conceal everything from Appiani. 

Montiano conceives Icilius as a brooding lover, who in 
moments of highest hope cannot escape vague forebodings of 
evil. Lessing in his extracts from Montiano's drama once 
refers to Icilius as follows : * * This strengthens the hope of 
Icilius, who now sees himself in a position to bid defiance to 
the greatest dangers, and yet . . . his heart is disturbed by a 
secret foreboding that on this day a special misfortune is threat- 
ening him." * This State of mind of Icilius is thus very similar 



* Lachmann-Muncker Ed., VI, 75-76. 

* Lachmann-Muncker Ed., VI, 90, 
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to that of Appi^ni, when he first appears upon the scene (II, 7 
and 8). 

Montiano's Virginius has also some traits of character which 
remind us of Odoardo. So Montiano emphasizes the fact that 
the brave Virginius is very jealous of the honor of his family, 
is impulsive and suspicious.' These same characteristics we 
find strongly developed in Odoardo, to whose suspicious nature 
Claudia several times refers (seepage28, line 7, and page 30, 
line 17). It is also possible that Montiano's Marcus Claudius 
had some influenae upon Lessing's Marinelli. Like Marinelli, 
he is a greater rascal than his master Appius Claudius, and 
arouses the latter to action. Both Claudius and Marinelli en- 
tertain similar views about life and especially about the frailty 
of woman.2 

III. CHARACTERS. 

Emilia. — Lessing is one of the greatest masters of characteri- 
zation in the history of the German drama. His characters in 
SWinna öon S3am]^lnt and in S^^atl^an bcr 3Seifc are delineated 
with such force and clearness, that they have been the object of 
admiration and study ever since the appearance of these dramas. 
The same may be asserted of the characters in (gmilia ©alotti, 
although praise has not been so unanimous here. As to the 
secondary characters there has never been any difFerence of 
opinion, but Emilia, Odoardo and the prince have given much 
trouble to critics and actors. The numerous discüssions on 
these characters all turn more or less about Goethe's famous 
criticism on the drama, and therefore I shall take that criticism 
as the starting point for the Interpretation of the principal 
characters 

Goethe says : **The fundamental mistake of this piece is, 
that it is nowhere expressed that Emilia loves the prince, but 



1 Lachmann-Muncker Ed., VI, gx. ■ See note, paj;e xli of thU Introduction. 



iNTRODUCnON. XIX 

that it is merely hinted at. If that were the case (viz. if 
Lessing had clearly indicated that Emilia loved the prince) , we 
should then know why the father kills her. Her love is indeed 
suggested, first by the way in which she listens to the prince 
and then by the way in which she afterward rushes into the 
room ; for if she did not love him, she would have repulsed 
him ; finally it is also expressed, but clumsily, by her fear of the 
chancellor's house. For either she is a goose to be afraid, or a 
loose young woman. But if she loves him, she must prefer to 
ask for death itself, in order to escape that house." * 

This question whether Emilia loves the prince or not, has 
given rise to the widest difference of opinion as to her character, 
and hence as to the very nature of the tragedy. Some critics 
believe that to admit such a love is to misinterpret Lessing's 
drama completely ; others again maintain that the very essence 
of the tragic conflict of the drama consists in this semi-conscious 
love or rather attraction of Emilia for the prince. Only the 
dosest examination of the facts of the drama will enable us to 
determine this question. 

It is one of the most important principles of Lessing, a prin- 
ciple which he insists upon in his |)antburgifc^e 3)rantaturgic, that 
a tragic hero or heroine must not suffer undeservedly. Spotless 
characters sufFering great misfortunes do not arouse our sym- 
pathy, but rather our horror. He says : ** A man may be very 
good and yet have more than one weak point, commit more than 
one error through which he throws himself into endless mis- 
fortune, which excites our pity and sorrow, but which is not 
in the least horrible, because it is the natural consequence of 
his error." ^ To make the characters of his drama conform to 
this principle. Lessing found it necessary to change entirely the 
characters as described by Livy. In the Roman story Virginia 



1 KiemcrS aRitteilungcn, II, 663. 
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is conceived as a perfectly innocent young girl who falls a victim 
to the tyranny and lust of the decemvir. Her horrible fate, like 
the fate of Lucretia, arouses the people to the highest Indigna- 
tion and causes them to throw ofF the tyrannical yoke. Such a 
heroine Lessing could not use. Instead of persons of super- 
natural nobility and heroism, such as Corneille loved to portray, 
Lessing's principle requires characters, in whom human strength 
and virtue, and human weakness and even guilt are closely in- 
terwoven. Such a character Lessing aimed to portray in Emilia 
Galotti. 

Lessing himself partly characterizes her for us. He says in a 
letter to his brother : * * The maidenly heroines and philosophers 
are not at all to my taste. ... I know of no higher virtues in 
an unmarried girl than piety and obedience." * She is no 
heroine of classical antiquity, but an Italian girl of the lyth 
Century, the only child of Odoardo and Claudia Galotti, — 
people belonging to the higher middle class of society. By 
nature she resembles her father rather than her mother, and it 
was he who had the greatest infiuence upon the development of 
her moral character. It was he who inculcated into her those 
severe lessons of virtue, that distrust of things worldly and that 
proud disdain for life itself when honor is at stake, which de- 
termine her action in the most tragic moment of her life. Her 
childhood and her early womanhood were spent in the retire- 
ment and simplicity of country life. Then the somewhat vain 
mother induced Odoardo to allow her and Emilia to live for a 
time in Guastalla, so that the daughter might there enjoy the 
social advantages which could not be obtained in her country 
home. During their residence in the capital Emilia becomes 
engaged to the worthy young count Appiani, who is not 
a subject to the prince, but who came to Guastalla in hopes of 
obtaining a position at the court. The engagement is kept 

1 Hempel Ed., XX i, 482-483. 
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secret, probably because Odoardo and Appiani hate the gossip 
which such a match between a nobleman and a girl of the 
Citizen class would arouse. The relation between Appiani and 
Emilia is not based upon deep passion. They are merely good 
friends. Emilia certainly respects his independence of char- 
acter and his high ideals, her father is delighted with him, her 
mother is proud of such an engagement, so that the union 
promises to become in every way a happy one. Soon after the 
marriage Appiani expects to go with his bride to his estates in 
Piedmont and live there quietly and independently. We may 
assume that he leaves Guastalla for a short time to make at his 
home the necessary arrangements for Emilia's reception. 

During his absence Emilia meets the prince at an evening 
gathering at the house of chancellor Grimaldi. This happens 
probably through the efForts of Claudia, who is vain and am- 
bitious for such social distinctions. Odoardo, however, who 
lives in solitude upon his estate near Sabionetta, knows for 
some time nothing of this meeting. What a deep impression 
Emilia made that evening upon the prince, we learn from the 
opening scenes of the drama. Ever since that meeting, her 
beauty, her charming natural manners and her wit have driven 
every other thought from his mind and have put an end to his 
relations with Orsina. But that very meeting has also pro- 
foundly affected Emilia. Her father had probably represented 
the prince to her as a thoroughly depraved tyrant, as a man 
whom he feit himself obliged to shun, and to her surprise she 
found a man of a most winning personality, of a refined and 
gracefiil bearing, and of a captivating eloquence such as she had 
not heard before. If the prince was a tyrant, he was certainly 
an unusually attractive one. With passionate words she her- 
seif teils US the feelings which that evening aroused in her : <* I 
have young, warm blood, my father, just as any other girl. 
My senses too are senses. I will answer for nothing. I will 
Warrant nothing. I know the house of Grimaldi. It is a house 
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of pleasure. One hour there by my mother's side, and there 
arose in my breast a tumylt which the strictest discipline of re- 
ligion took weeks to suppress" (page 93, lines 10-15). The 
strict discipline of religion of which she speaks can have but one 
purpose — to quiet her conscience. She considers it a great 
wrong that she, the affianced of another, should feel herseif at- 
tracted by the prince, a prince whom her father despises. 
Probably she does not State it to herseif in any such definite 
terms, but she finds that somehow her former peace of mind is 
gone. She feels restless, anxious, and being a pious Italian 
girl, she tries to find relief in prayer and in religious practices. 
She struggles hard to forget the prince, and after a confiict of 
several weeks the impressions of that meeting begin to fede 
away. 

Finally the marriage-day is at hand and she goes in the 
moming to mass to pray more fervently than ever for the grace 
of Heaven. Suddenly, in the midst of her devotions, she hears 
the voice of the prince, hears him ardently confess his love for 
her. She is frightened, indignant, his words are to her the 
worst blasphemy, and yet — she cannot do what her mother 
would have wished her to do, she cannot flash upon him all the 
scorn which he deserves. **Dumb, dejected and trembling, 
she stood there as if she were a criminal hearing her doom " 
(page 48, line 25 ) . She flees from church, he follows her, but she 
has not the courage to look at him again. In anxious confiision, 
as if she were still pursued by him, she enters her home. She 
then relates to her mother her terrible experience in church : 
** And when I tumed, I beheld him. Claudia — Whom child? 
Emilia. — Guess mother, guess ! I thought I should sink into 
the earth. It was he himself. Claudia. — Who, himself? 
Emilia. — The prince " (page 30, lines 10-16) . Her mind has for 
many weeks been so occupied with the prince that she thinks 
that by saying that *»he himself" spoke to her, she fiilly de- 
signates the person. 
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What does all this confusion of Emilia in church and on the 
Street mean ? How does it disclose to us her feelings toward 
the prince ? Of course her anxiety and helplessness are in part 
due to her youth, to her inexperience, to the suddenness of it 
all, to the religious and moral shock that she, the affianced of 
another, should on her marriage-day be obliged to listen to a 
glowing confession of love from the Ups of no less a person than 
the prince. But these reasons alone are insufficient to explain 
her conduct. We know from what happens later on in the drama 
that she can be resolute, that she can regain her self-possession 
in a Short time. Claudia's characterization of her is very true. 
** She is the most timid and the most resolute of our sex. Un- 
able to master her first impressions, yet after" the slightest 
reflection submitting to everything, prepared for everything" 
(page 79, lines 7-10). When in the last act she leams that she 
cannot flee, she at once resolves to die. Why does she not show 
resolution here? Why does she stand there ** dumb and down- 
cast like a criminal " ? The fact that it is the prince of the land 
who speaks to her cannot account for her fear, as Düntzer 
thinks, for she had once met him socially and had conversed 
with him with ease. If she really despised the prince, if his 
Personality were entirely indifferent to her, she would soon have 
found words to express her indignation and contempt for him. 
She, however, does not do it, and cannot do it, because that same 
tumultuous feeling which the prince once aroused in her, and 
which it took weeks of religious practice to subdue, retums when 
she sees and hears him. She is divided against herseif; hermoral 
and religious instincts condemn the prince, but the woman does 
not feel herseif free in his presence. It is this conflict of emotions 
that causes her indecision and flight. Afterwards she feels the 
instinct to confess everything to Appiani, and yet she listens but 
too readily to her mother's advice not to disclose this episode in 
the church to him. She respects the superior judgment of her 
mother, and is almost glad to follow it here, because Claudia's 
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explanation of the prince's conduct tends in a degree to quiet 
her conscience. 

What happens later on in the drama shows again what re- 
straint she feels in the presence of the prince ; how his voice, 
his manner, his passionate pleadings overpower her moral will, 
and render her helpless before him. 

After the attack of the bandits, when she hears that she is 
in the villa of the prince, she is filled with terror. The prince 
then appears alone, and after assuring her that her mother and 
Appiani are safe, oiFers her. his arm to lead her to them. But 
Emilia does not believe him ; if nothing has happened to them, 
why are they not here ? The prince urges her again to go with 
him and dispel all her doubts, but his words disturb her more 
than ever, and in her helplessness she cries out : ** What shall 
I do?" When the prince asks her whether she suspects him, 
she rings her hands, and kneeling before him begs : ** At your 
feet, my lord." The prince interrupts her, admits that her 
silent reproach is deserved, that he should not have confessed 
his love to her and disturbed her, but in this very confession of 
his wrong, he really expresses again his love in intense eloquent 
language. He then leads her away, though with considerable 
hesitation on her part. Why again this weakness and indeci- 
sion ? Why does she kneel before him and implore him ? She 
now knows the prince, knows of his feelings for her, and yet is 
just as unable to answer him as he deserves, as she was in 
church. She is utterly powerless, begs him to spare her, and 
not to t^ke advantage of her confusion. A little later on she 
somewhat regains her self-possession, for we learn from her 
mother that she speaks to him in a tone which keeps him at a 
distance. 

Finally she meets her father. She forces herseif to appearcalm. 
The terrible misfortunes of the day have made out of the in- 
experienced girl a woman fully conscious of her own character. 
Through the various indications of her mother, the plot of Ma- 
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rinelli and the prince against her honor dawns upon her. Hastily 
she reviews her own past conduct, she feels that ** her senses too 
are senses," that the prince's personality weakens her moral will, 
that to save her purer seif, she must fiee from Guastalla. She 
despises his character, but still fears to be left alone with him. 
** Alone in his hands? Never, father, or eise you are not my 
father." When, however, she hears that under a plausible pre- 
text she must remain in Guastalla, her forced calmness leaves 
her and in her fear and despair she resolves to die. When her 
fiather teils her of his form er Intention of killing the prince, she 
quickly dismisses that thought. **This life is all that the 
wicked have," she says. She is unwilling to bring additional 
misfortune upon her parents by approving of her father's des- 
perate thought. She alone wishes to die, for she feels that heavy 
guilt is upon her, that her silence was perhaps the indirect cause 
of the death of Appiani, that through her weakness in the pres- 
ence of the prince her good name and that of her parents are 
in danger. The time is short ; the danger is pressing ; in her 
excitement she exaggerates everything. Do we then wonder 
that she uses every means in her power to incite her father to 
kill her? 

Some critics have maintained that her severe Catholic training 
drives her to despair and death. According to them the Church 
teaches to avoid the world and the easy seductiveness of the 
senses. This teaching, they say, occurs to her in the last mo- 
ment, and rather than expose herseif to such danger,* she prefers 
to die. But if Lessing had intended to make this teaching of 
Catholicism so important an element in his drama, he certainly 
would have indicated it clearly and strongly from the very be- 
ginning. That she goes to mass on the moming of her mar- 
riage, and toward the end speaks of saintly women who willingly 
died to save their honor, by no means forces us to accept the 
above-mentioned Standpoint. 

Emilia is certainly no ideal heroine, but is thoroughly human. 
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Her tragic confiict consists in her inability to do that which her 
honor and duty prompt her to do. She cannot resist the prince, 
and in a passionate moment when she fears that she might yield 
to her weakness, she wills to die. She admits this weakness 
to her father, and to interpret her own words differently leads 
US to forced conclusions and tends to make her a perfect woman, 
which Lessing by no means intended her to be. 

Odoardo. — The death of Emilia at the hands of her father 
has given rise to much adverse criticism upon the drama. It 
has often been asserted that the horrible deed of the father is 
entirely unnecessary, that vice carries off the victory over 
virtue, and that the drama has therefore a depressing effect. 
If this criticism be true, then Lessing failed completely in carry- 
ing out one of the very dramatic principles which his tragedy 
was intended to embody. For in his Dramaturgy he often 
emphasizes the principle that the action of the drama must be 
clear, that mere chance must everywhere be excluded, that the 
catastrophe of the drama must appear to be so necessary that 
under the given conditions we could not conceive its happemng 
otherwise. This was the most difficult problem of the drama. 
Lessing knew that the circumstances of the action had to be so 
arranged, and the character of Odoardo so developed that his 
fatal deed should appear inevitable, that instead of arousing our 
horror, it should fill us with the deepest sympathy for the fate 
of the unhappy father. Let us see whether he was successful. 

By fine touches scattered throughout the drama, Odoardo's 
whole past life Stands clearly before us. It is not by mere 
Chance that Lessing makes him a soldier, a colonel, for a violent 
action of any kind appears more natural in a soldier than in a 
man of a more peaceful occupation. His rough virtue, his 
high Stern notions of honor, and his manly pride are also par- 
ticularly becoming a soldier. But this soldier is a disappointed 
man. He soon finds that the prince whom he serves is an 
unworthy one, and he learns to despise the court where ser- 
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vility, flattery and licentiousness prevaü. From a sense of 
justice he opposes the prince's claim to Sabionetta, and hence 
is compelled to withdraw from the Service of the State. He 
determines to live henceforth an independent life, and therefore 
moves with his wife and child to his country estate near Sabio- 
netta. After several years, when Emilia has grown up to 
womanhood, his wife urges him to move again for a short time 
to Guastalla for the sake of their daughter's education. In his 
heart he suspects that it is the pleasure of society and the 
proximity of the court rather than more serious aims, that make 
his wife so anxious to live in the capital. He finally yields to 
her, but inflexible in his resolution, he continues to live upon his 
country estate and visits only occasionally his family in the city. 
He is glad of Emilia's engagement to Appiani, because the 
count's Ideals of a retired independent life resemble his own. 

A life of such resignation and solitude is ve'ry dangerous for a 
man like Odoardo. An Idealist by nature, very decided in his 
views, impatient when his paths are crossed, he loses in his 
retirement from the world that insight into men and things 
which is so essential in critical moments of danger. Disap- 
pointed with the world, he cherishes his severe Ideals of life 
more tenaciously than ever, his suspicion and distrust of society 
increase, and his brooding Imagination develops at the expense 
of his will. His lack of association with men has heightened 
his natural irascibility. He is apt to fall into a violent anger 
whenever anything happens which does not conform to his 
severe principles of life, and he is then in danger of losing his 
self-control and of saying or doing things which he is likely to 
repent in a calmer moment. His solitary life has made him at 
the same time introspective, so that he is fully aware of his 
failings and strives in vain to correct them. An active life and 
close contact with men might have curbed his impatience and 
liis easily exci table nature, and might have developed in him a 
calmer and sounder judgment. 
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Such is Lessing's Odoardo — an entirely difFerent creation 
from Livy's Virginius — a man whose high virtues we must 
respect, but for whose weaknesses we tremble at his very first 
appearance upon the scene. When on the morning of the 
marriage-day he comes to Guastalla and hears that Emilia has 
gone to church without an attendant, he is beside himself with 
impatience, and when Claudia teils him that the prince met 
Emilia at the house of Grimaldi, he says : **This is precisely 
the spot where I should be open to the most deadly wound. 
A libertine who admires, wishes to possess " (page 27, line 27). 
In fear of losing his self-control, he departs suddenly. 

The deed is done. The marriage party has been attacked by 
robbers ; Odoardo has been informed of the event and hastens 
to the scene of action. Orsina, the abandoned mistress, is at 
the villa, eager to avenge her wrongs by killing the prince. 
Gradually she unfolds to him the whole plot in all its horror 
and ugliness : that the count is dead, that his daughter is worse 
than dead, for she is about to become the mistress of the prince. 
Beside himself with wrath, he eagerly accepts the dagger 
which Orsina oiFers him. When his wife appears, it is only 
with difficulty that he can restrain himself from venting his 
wrath upon her, who is, in a way, the indirect cause of all this 
misfortune. Finally he is alone. He tries to regain his com- 
posure before meeting the prince. It is now that his indecision 
begins to assert itself. He wavers in his first resolve to kill the 
prince. Brooding, it occurs to him that an Orsina, a jealous 
infuriated mistress, roused him to this desperate thought. If 
he kills the prince he would therefore avenge vice, while his 
object is to rescue virtue. This reflection destroys his former 
resolve, and he is now satisfied with surrendering his revenge to 
Heaven. His only aim now is to save his daughter. 

Marinelli appears and informs him in the course of the 
dialogue that Emilia is to be separated from him and to remain 
in Guastalla. The passionate nature of Odoardo is once more 
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aroused and again he determines to kill the prince. When left 
alone, he becomes somewhat calmer, and upon reflection con- 
demns himself for his rash conduct toward Marinelli, for in the 
outburst of his wrath he forgot to ask him for his grounds for 
the detention of Emilia. He fears that his anger is obscuring his 
reason, and therefore tries to regain füll mastery over himself. 
With the determination to act above all things calmly, he goes 
to meet the prince. The prince seems at first willing to sur- 
render the daughter to the father, but when Odoardo, over- 
joyed at this, is about to triumph over Marinelli, the latter 
develops his final plot. Odoardo sees through it all, and his 
wrath rises to such a pitch that he is about to kill the prince, 
when the latter checks him by saying: ** Calm yourself, dear 
Galotti." Most critics have supposed that the kindly gentle 
manner in which the prince utters the above words allays the 
wrath of Odoardo. But it is very hard to conceive how the 
manner of the prince, however fascinating, could make the 
enraged Odoardo waver in his purpose, especially since these 
words could not have changed his opinion as to the designs of 
the prince. There must be something in these words them- 
selves which prevents the fatal blow. We know that he re- 
solved to suppress, during his interview with the prince, any 
outburst of passion that might blind his reason. But this he is 
unable to do. Unawares, his wrath becomes intenser than 
ever, and just then the words of the prince, spoken so quietly 
and naturally, remind him that he is in one of his dangerous 
moments. The prince uses almost the very same words that 
Odoardo utters to himself whenever he is about to act rashly, and 
therefore they make such an impression upon him that he 
cannot at that moment stab the prince. Checking himself, he 
says : ** His guardian angel spoke that J' He resolves again to 
act deliberately and struggles hard during the rest of the scene 
to maintain his self-control. 
The pretext on which Emilia is to be detained in Guastalla is the 



XXX INTRODUCriON. 

suspicion that she might be an accomplice of the rival who caused 
the murder of Appiani, and therefore she must be examined. 
Already Orsina, in her conversation with Odoardo, expressed a 
similar suspicion, which, although then positively rejected by 
Odoardo, seems to have left a deep impression upon him. 
«* They had no slight matter to arrange," she says. *« And it 
is well if it was arranged, it is very well if your daughter 
escaped here willingly. Then, you see, it was after all no 
violent abduction, but only atrifling — assassination " (page 76, 
lines 20-25). It seems that while Odoardo is lost in his brood- 
ings and groping for some rational course of action, the thought 
occurs to him that if Orsina's, the prince's and Marinelli's In- 
terpretation of the death of Appiani should also be shared by 
the World at large, Emilia's good name would then be ruined 
forever, and in that case it would be better for her to die rather 
than be subjected to an examination in Guastalla. Since it is 
almost certain that the thought of killing his daughter comes to 
him before his final soliloquy, his pfesent motive for committing 
such a deed can be only the one just mentioned. Accord- 
ingly, he begs to be allowed to speak with his daughter, and by 
feigning compliance with the prince's arrangements, his wish is 
granted. 

In the soliloquy which follows, the plan of killing Emilia in 
Order to wrest her from the prince and free her from the 
ignominy of a dishonorable suspicion is clearly hinted at. But 
his soul is now so enwrapt in gloom that he begins to distrust 
even the innocence of his own daughter. Finally he is so con- 
fused and frightened by all these thoughts that he is almost 
ready by a mere subterfuge to quiet his conscience and leave 
Emilia to her fate. Just then she enters, and still uncertain as 
to what to do, he eagerly interprets her appearance at that very 
moment as a sign that Heaven approves of his horrible purpose. 

In the scene that follows, it is only Emilia's resolve to die 
that finally determines Odoardo to action. If she herseif were 
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not so firm, the vacillating fether would never have committed 
the deed, for he hesitates tili the very end, even after he hears 
Emilia's confession of her inability to resist the dangers that 
threaten her. It is not tili Emilia, knowing his sensitive 
nature, reproaches him for lacking in that high sense of honor 
which the Roman "\5rginius feit, that Odoardo, stung by her 
words and aroused to the highest passion, Stabs her. 

If Odoardo had deliberately planned and executed the deed, 
it would have been horrible instead of tragic, but by portraying 
him as an irresolute man, struggling in vain to find the right 
course of action, and prone to outbursts of anger which for the 
moment are beyond his control. Lessing succeeds in arousing 
our pity for the unfortunate man, in spite of his committing an 
unnatural deed. The critics who have regarded the catastrophe 
as unnecessary or forced, have not taken suificiently into ac- 
count this hesitating and yet quickly inflammable nature of 
Odoardo, and so have ascribed to him more strength and cool- 
ness than he really possesses. The tragedy of his life consists 
in his extreme idealism, which made him renounce all active life, 
because the world as he found it did not conform to his high 
Standards, and which renders him totally incapable of dealing 
with that very world, at a time when immediate and decisive 
action is imperative. 

This sudden rise of passion which proves so fatal to Odoardo, 
Lessing doubtless took fi-om his own life. Even as late as 1778, 
in the midst of his controversy with Göze, he compares him seif 
to his father as foUows : «* Very well, dear old man, very well. 
I know you. You were such a good man and yet such a pas- 
sionate one. How often have you yourself complained to me, 
complained with a manly tear in your eye, that you feil so easily 
into a passion, . . . ! How often did you say to me : * Gotthold, 
I beg you, take example by me; be on your guard! For I 
fear, I fear — and I should like to have improved, at least in 
you.' Indeed, old man, indeed. I still feel it often enough." 
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But Lessing's heroic life shows a steady conquest of that weak- 
ness. Though often disappointed with the world, he never 
withdrew from it, but remained throughout his life a leader of 
men, fighting often single-handed for the highest ideals of 
humanity, and eventually compelling his nation to accept them. 
The Prince. — The peculiar role which the prince was to 
play in the drama required a character quite difFerent from that of 
the Roman decemvir. If the prince were merely a brutal tyrant 
like Appius Claudius, there could never have arisen any conflict 
in the souI of Emilia, and she would have died as an innocent 
prey to the lust 6f an arbitrary sovereign. The prince had to be 
represented not merely as an absolute ruler, but also as a man 
of a very attractive personality, in order to make Emilia's inner 
struggles probable and her fete really tragic. Accordingly, his 
character, as it is evolved in the drama, is an entirely new 
creation of Lessing. That he is young and handsome, we may 
assume firom the general Impression which he makes upon us. 
In his education and morals he shows the great weakness which 
the absolutism of the I7th Century developed. He regards his 
Office as Conferring certain great privileges upon him, but not as 
imposing on him correspondingly great duties and responsi- 
bilities. He is, however, not a tyrant who deliberately intends 
to oppress his people, but he simply knows nothing of the 
serious duties which a sovereign owes to his country. Matters 
of State are tiresome to him, especially when they interfere with 
his personal pleasures, and at such times he carelessly resigns 
them to his councillors, even when questions of the most serious 
Import are to be settled. By temperament he is kindly, capable 
of generous sentiments, and feir-minded, as is seen in his 
fevorable characterization of Odoardo and Appiani, men who 
are by no means his friends. He certainly could have de- 
veloped into a worthy, though perhaps weak ruler, if he had 
been educated to feel some higher duty toward himself and his 
subjects. But as it is, we can well understand how he becomes 
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the mere tool of an unscrupulous courtier, to whom the favor of 
the prince s the highest end in life. 

Although the moral will is entirely wanting in the prince, the 
aesthetic dement of his character is quite strong. He is de- 
cidedly a man of culture. He loves art and encourages it, and 
in his conversation with Conti shows that he has devoted some 
thought to the problems of art. Like many Italian princes of 
the Renaissance, he takes delight in being a Msecenas to artists, 
whom he rewards lavishly. In his passions he is by no means 
a gross sensualist whom mere physical beauty captivates. A 
certain amount of delicacy must even here be admitted. 
Orsina attracted him because she loved books and philosophy, 
because she seemed to him for a time intellectually superior to 
the ordinary woman, but as soon as he found that her intellect- 
uality savored of pedantry, she repelled him. He then con- 
tracts a passion for Emilia, in part, no doubt, because her 
innocence and her unaiFected and thoroughly healthy nature are 
a decided contrast to Orsina's character. 'His language has the 
easy eloquence and grace of a man who has associated with 
artists and men of wit, and at times, when he is passionately 
stirred, his words have the ring of sincere affection. Such a 
man naturally impresses a girl as inexperienced as Emilia, 
especially since we know that she respects rather than loves 
Appiani. And what a contrast there is between the brilliant 
Personality of the prince and that of Appiani ! From the latter 
she probably never heard any such words of passion as the 
prince utters in church and in Dosalo, for even on his marriage- 
day Appiani approaches his bride with a stränge melancholy 
and a foreboding of evil. That the prince really loves her, we 
can hardly believe, for his character is too whimsical to admit 
of any lasting affection ; but his feelings toward her are certainly 
purer than he ever entertained toward any other woman 
(see page 6, line 5). The very fact that after meeting her at 
the house of Grimaldi, he is satisfied with a mere quiet con- 
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templation of her innocence and beauty, shows that he feels for 
her something more than a fleeting passion. This somewhat 
sentimental State of mind lasts for a time, until Marinelli in- 
forms him of the intended marriage of Emilia. This news 
rouses him to the uttermost, and it is interesting to observe 
how his quiet and pure feelings for her gradually change and 
grow into a reckless passion which threatens from the very 
beginning to become destructive. Totally devoid of any prin- 
ciple of morality and duty, and utteriy unable to curb his desires, 
he readily grants to Marinelli every freedom of action in order 
to prevent the impending danger. Moreover, eager to do 
something for himself, he rushes to church, speaks to Emilia, is 
observed by Orsina's spies, and in so doing, betrays the plans of 
Marinelli. His unprincipled passion is finally the cause of the 
death of the innocent girl to whom he owes the first stirrings 
of purer emotions. 

The remaining characters of the drama are so self-evident that 
they hardly need any Interpretation. 

Marinelli is a court creature despised by everyone who 
knows him, even by the prince, when he does not need him 
(see page i6, line 7, and page 44, line i). He is remarkably 
quick and ingenious in spinning out one intrigue after another, 
and yet all his plots fail, largely because he cannot understand 
how other people can Interpret things differently from himself. 
Accordingly, he always fails to comprehend the true motives of 
all the characters with whom he has to deal. So he thinks that 
Claudia and Odoardo will calmly submit, as soon as they find 
out that it is the prince who finds their daughter attractive. 
He thoroughly misunderstands Appiani, and makes a fatal mis- 
take when he allows Odoardo to speak to Emilia. He is so 
Ignorant of the character of Odoardo that he believes that the 
latter is entirely satisfied with the reasons given for the deten- 
tion of Emilia and suspects nothing. 
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Marinelli served as a model for the intriguing courtier in the 
«* Storm and Stress" dramas. ^ Schiller's character Wurm in 
ÄaSale unb Siebe was certainiy modeled after Marinelli. 

Orsina is one of the most poweriul creations of Lessing. She 
is to be compared with Marwood, the corresponding character 
in ** Miss Sara Sampson,"in order to understand what progress 
Lessing made as a dramatist since 1755. She performs a double 
function in the economy of the drama. She first serves as a 
contrast to Emilia, for we must know what the environment of 
the prince was before he met Emilia, to understand the real 
nature of his new passion. In the second part of the drama she 
represents, as Richard Maria Werner puts it, the ** opinion of 
the World." To Marinelli she shows that the world will regard 
the prince as the real instigator of the murder of Appiani ; to 
Odoardo she discloses the plot, and insinuates that the people 
will probably consider his daughter an active participant in the 
crime (see page ^(>^ line 20). «* One'may almost say," says 
Werner, ♦* that Orsina fulfills in the scenes of the fourth act the 
function of the antique chorus.^ She was the model for Lady 
Milford in Kabale unb SteSe. 

Appiani is interesting to us because Lessing has endowed 
him with a sentimentality and an aversion to active life, which 
are marked traits of Rousseau's characters. Also Tellheim in 
3Winna toon S5aml^elTn, and the Klosterbruder and the Derwisch 
in SiJatl^n ber SBeife, show traces of Rousseau's ideals. But Les- 
sing regards the longing of all these characters to pass their 
lives in some secluded corner of the earth, away from the turmoil 
of the World, as a weakness to be overcome. In Opposition 
to Rousseau' s teachings. Lessing thought that the highest ideals 
can only be realized by struggling in the world and not by fleeing 
from it. 

The minor characters like Claudia, Conti and Angelo, have 
all an individual life of their own, besides being necessary agents 
in the action of the drama. Lessing's method here is in marked 
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contrast to the French system of confidants, which he attacked 
so vigorously in his Dramaturgy. 

IV. THE CATASTROPHE. 

It has already been mentioned in connection with the charac- 
ter of Odoardo, that some critics regard the catastrophe as un- 
necessary and as wounding cur sense of justice. Others regret 
that the political element of the Roman story has been left out. 
They think that a total overthrow of the government of Guastalla 
and the destruction of the prince and his corrupt coiu-t, would 
have been some retaliation for the wrongs sufFered by Emilia, 
Odoardo and Appiani. There are still others who demand at 
least the death of the prince and of Marinelli, and blame Les- 
sing for not having made Odoardo strike the blow wh6n he was 
about to do so. 

All these proposed suggestions are interesting, and would be 
more or less helpful to a dramatist who might wish to write 
another drama on the same theme. The qüestion to be con- 
sidered here is not whether some other drama with quite difFer- 
ent characters and situations and with an entirely different 
catastrophe would have been more satisfactory. Such questions 
lead to vague and fhiitless speculations which only another 
drama, that successfully carried out some of the above-mentioned 
suggestions, could settle. It is the duty of the critic to judge a 
work not from the Standpoint of some imaginary drama which 
might have appealed to him more strongly, but primarily from 
the point of view of the poet, from the characters and conditions 
chosen by him. What we must seek to determine is whether 
with the characters as conceived and developed by Lessing, and 
with the circumstances which he depicts, the catastrophe could 
have been different. Lessing says in his Dramaturgy : «* From 
the stage we are not to leam what such and such an individual 
has done, but what every man of a certain character would do 
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under certain given circumstances . The obj ect of tragedy is more 
philosophical than the object of history." * Elsewhere he says : 
•* He (the dramatic poet) will consider above all things how to 
invent a series of causes and effects according to which these 
improbable crimes could not but happen. Not satisfied with 
basing their probability uponhistorical authority, he will endeavor 
so to construct the characters of his personages, will endeavor 
so to necessitate, one from another, the events that place his 
characters in action, will endeavor to define the passions of 
each character so accurately, will endeavor to lead these passions 
through such gradual Steps, that weshall everywhere see nothing 
but the most natural and common course of events. With every 
Step we see his personages take, we must acknowledge that we 
should have taken it ourselves under the same circumstances 
and when stirred by the same degree of passion, Hence nothing 
will repel us but the imperceptible approach to a goal from 
which our Imagination shrinks, and where we suddenly find our- 
selves filled with pity for those whom a fetal stream has carried 
so fer, and füll of terror at the consciousness that a similar 
stream might also have carried us away to commit deeds, which 
in calm moments we should have regarded as fer removed fi-om 

US."« 

Lessing's ©mtlia (Salottt is the finest example of this rule of 
tragic necessity. All the characters act as they must under the 
given circumstances. We have seen why a man like Odoardo 
could not kill the prince at the moment when he raised his arm 
to do so. In the final scene between Odoardo and Emilia, we 
so well understand their characters and the State of mind of each 
at that time, that the catastrophe seems to be inevitable. A 
carefiil analysis of the events leading up to the catastrophe, 
shows throughout the same dramatic necessity. So, for example, 



* Lachmann-Muncker Ed., IX, p. »6i. 

* Lachmann-MuDcker Ed., IX, p. 267. 
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we know very well why the prince neglects to read the letter of 
Orsina, in which she begged him for an interview in Dosalo. 
We also understand why he cannot help rushing to church and 
speaking to Emilia, contrary to his promise to Marinelli. If he 
were a more calculating libertine, he would have carried out his 
agreement with Marinelli and gone immediately to Dosalo, but 
in that case the action of our drama would have been impos- 
sible. 

Again, Orsina acts in füll conformity with her character, when 
feeling herseif abandoned by the prince, she hires spies to watch 
all his movements and thus iinds out who her rival is. Then, 
thinking that the prince went to Dosalo because he read her 
note, she appears there, and being refiised the desired inter- 
view, she eagerly seizes the first opportunity to avenge herseif 
upon him, disdoses to Odoardo the plot, and gives him the 
dagger. 

Or, to choose another example, what is more natural for a 
woman like Claudia than to wish to live for a time near the 
court, to be presented to the prince, and to feel flattered by his 
attentions to her daughter? If she were a somewhat wiser 
mother, the first meeting of Emilia and the prince could never 
have taken place. When Claudia finally realizes the mistake 
she has committed in introducing Emilia to the prince, she must 
urge her to say nothing to Appiani of the meeting in church. 
And yet, if Appiani had been informed of this event, the action 
of the drama would doubtless have taken quite a different 
course. 

How well motivated is the murder of Appiani ! Marinelli 
must hate a man of Appiani's independence, especially since he 
knows. that the prince respects him and wishes to attach him to 
his court, and that therefore his own position as the first court 
fevorite is in danger. When he is challenged by Appiani to a 
duel, we know that he will not have the courage to fight, and so 
he arranges for the murder of the count, because he can thereby 
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dispose of a rival, gratify his personal revenge, and serve the 
prince at the same time. 

From these and other examples it is clear that every character 
in the drama acts for his own interests, and yet all these in- 
dividual actions naturally work into each other, and all unite to 
produce the catastrophe. The drama is therefore by no means 
an intrigue, as Hettner calls it, but one of the best character- 
dramas in German literature. 

It has also been often urged that in our tragedy vice con- 
quers virtue, because Emilia dies, and Marinelli and the prince 
escape unpunished. According to this point of view, life ought 
to be the reward for virtue and death the punishment for sin. If 
we accept such a position, we must condemn some of the 
greatest dramas in the world's literature. For instance, Anti- 
gone and Cordelia, both characters of the highest moral worth, 
also suffer a violent death, and yet we should hardly say that 
Sophocles and Shakspeare violated poetic justice. Nor can we 
say that the death of a hero or heroine in a drama is a conse- 
quence of their so-called tragic guilt, for it would be absurd to 
Claim that the death of Cordelia was a punishment commen- 
surate with her few failings. Poetic justice cannot therefore be 
measured by the fact that the hero is dead or alive at the end 
of the drama, for that depends entirely upon the combination of 
drcumstances in which he finds himself, or in other words, 
upon the action of the drama. 

What we mean by poetic justice is the conviction that the 
poet sees in the manifold and seemingly chaotic relations of man 
the rule of a higher law, the law of organic*society, which is 
steadily being realized in the world. The draniatic poet shows 
US how the unrestrained Impulse of man tries to break through 
the restraints of the law of social order, and how in the conflict 
which ensues, this law must in the end prevail. 

Such a conflict we have represented in ©ntilia ©alottt, for the 
struggle around which the whole drama turns, involves the 
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purity and stability of the family. The prince armed with the 
authority af an absolute ruler and endowed with every personal 
advantage, is entirely worsted when he comes into conflict with 
a strong moral will, such as Emilia ünally develops. She dies, 
but the principle for which she dies, Stands inviolate at the end 
of the drama. 

And yet, although poetic justice is not violated by Lessing, 
there is one difficulty about the catastrophe which will partly 
account for the dissatisfaction that the drama arouses in us. 
Much doubt has been expressed as to the way in which the last 
scene of the fifth act should be played. Are the prince and 
Marinelli changed by the tragic death of Emilia? Both express 
their horror at the event, but do the last words of the prince 
really indicate that his conscience has been ünally aroused, that 
he at last realizes through the death of Emilia the sacredness of 
femily life, and that his actions as a man and a sovereign will 
henceforth show the influence of this eventful day ? Or is his 
horror at the end merely momentary, and will similar deeds be 
perpetrated in Guastalla after the Impression of this terrible 
catastrophe will have faded away? Is Marinelli forever dis- 
missed from court, and will the prince seek in the future better 
counsellors, who will help him in governing his people as is be- 
fitting a sovereign ? There is little or nothing in the drama that 
will help US in answering this question. Some actors have re- 
presented Marinelli as a completely broken man, because he is 
forever dismissed from coiu't, and others again as merely feign- 
ing sorrow, and indicating to the audience by a side glance and 
an accompanying gesture, that the prince will soon need him 
and call him back again. This doubt as to the real State of 
mind of the prince is oppressive. The events of a great drama 
should bring clearly to view the füll content of the characters of 
the actors, and if this is not done, the end must be unsatis- 
fiictory. 

It seems that Lessing really intended the slumbering moral 
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Sense of the prince to be aroused by the catastrophe. Therefore 
he did not make him thoroughly depraved, but merely mis- 
guided by a villaihous courtier. A man who can genuinely re- 
spect an Odoardo, who can appreciate the worth and the Ideals 
of an Appiani, who, for a time at least, can lose himself in the 
pure admiration of an innocent girl, is not incapable of moral 
regeneration. But all this Lessing leaves in doubt through his 
laconic ending. He himself often emphasizes in the Dramaturgy 
the necessity of a perfectly clear well-defined action, which 
should never leave the spectator in doubt. This principle is 
not sufficiently carried out in our drama. Somehow we feel that 
the work as it Stands, is still incomplete ; we long for a fiiller ex* 
planation and are disappointed. 

Note lO page xviii. — Gustav Roethe has pointed out that some 
traits in the characters of Qaudia, Odoardo, Emilia and Orsina were 
suggested to Lessing by the corresponding characters in Crisp's dramas 
and that even the language of (gmlUa Oatottl shows here and there 
distinct traces of Crisp's influence. So Lessing's famous sentence 
toward the end of the drama: „(Sitte ^o\t gebtod^en, e^e ber @tunn 
fl< entblättert," is doubtless merely a delicate ijnprovement upon a 
similar sentence in Crisp's tragedy : " Sweet hapless flower, untimely 
cropt by the feil planter's hand." Several other such parallel passage, 
in the two dramas Roethe has discovered. (See $ierteQa^rf(^rlft für 
ßltteraturgefc^lr^te, 1889, 520-529.) 



Clmtita (Balöffi 

©in 5Ctauerj:))teI in fünf 5lufäägctt 

(»erlin, bei Sl^riftian ^riebri« So^, 1772) 



Petfonen* 



Gtnilia ^alotti 

Oboorbo unb ) ^ ^ ^^, ^^ ^ ,.^,^, 
^, ^. y ®alotti, eitern ber (gmltta. 

(Claubta ) 

^ettore ©onaaga, ^rtn^ üon (^uaflaHa. 

TlaxintUi, i^ammerl^err bed ^rin^en» 

(iEamiHo ^ota, einer t)on bed ^ringen Mitru 

Conti, SWaler. 

®raf ^ppiani. 

©rofln Orfina. 

Kngelo unb einige Gebleute* 

(2) 



2)te @cene : ein Kabinett bed ^ringen. 



€rfter 2tuftrttt. 

3)er SPrtna. Äamtnerbiener be§ 5Prinaen. 
^er ¥tttt§ (an einem 9lrbeitdtif(^e »oaer »rieffc^aften unb Rapiere, beten 

eintße er burc^wuft). Älagett, md^tg ttfe Älageu! Sittfd^riften, 
nid^tS als ©tttf d^riften ! — 2)tc traurigen ©efd^äftc; unb man 
6eneibet unS nod^ ! — S)aS glaub' id^; toenn toir allen l^elfen 
fönnten, bann toären toir ju benetben. — ßmilia? onbemer no<^ 5 

eine oon ben SSittfd^riften ouffd^lSgt unb nadf bent unterfd^riebenen 9lamen fielet.) 

ßine Smilia? — Slber eine ßmilia ©runeSd^i — nid^t Oalotti. 
Slid^t gmilia ©alotti! — SBaS toitt fie, biefe ßmilia S5ru* 
negd^i? ((Erliefet.) gsiel gefobert, fel^r bieL — S)od^ fie l^eifet 

@milia. ©elDdl^rt! (Sr unterfd^reibt unb Uingelt, worauf ein Aammerbiener lo 

^ereintritt) gg ift tool^I uod^ leinet bon ben Släten in bem 
3Sorjimmer? 

^er ^amttterbietter. Stein. 

^er ¥ri«a. ^ä) l^abe ju frül^ 2:ag gemad^t. — S)er 3Rorgen 
ift fo fd^ön. ^ä) tpiU augfal^ren. ajlard^efe aJlarineUi foll mid^ 15 
begleiten. 2a^t i^n rufen. (2>er Äammcrbiener fielet ab.) — 3d^ fann 
bod^ nid^t nxel^r arbeiten. — 3^ ^ar fo rul^ig, bilb' id^ mir 
ein, fo rul^ig — auf einmal mu^ eine arme SBrune^d^i @milia 
l^ei^en; — toeg ift meine Stulpe unb atte«! — 
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^tx ^antmerbiener (weid&er »icber j^ereuitritt). ^aäf bem 5IRars 
d^efc ift Qi\i)\it Unb l^ier ein Srief bon bcr OrSfin Drfma. 

^er ¥titt§» ©er Drfina ? gegt il^n l^in. 

^er ^atttttterMener. ^l^r Säufer ioartet. 
5 ^er fritt}. Sd^ toill bie Slnttoort fenben, toenn e3 einöu 
bebarf. — 2Bo ift fie? 3n ber ©tabt? ober auf il^rer SSitta? 

^er ^antmerbieiter. ©ie ift Qt\Uxn in bie ©tabt ge« 
lontnten« 

^er Britta» ©efto fd^Iimmer — beffer, toottt' id^ fagen. 
lo ©0 brandet ber Säufer um fo toeniger ju toarten» (3)cr ftommer. 

bicncr gd^t aß.) 3Reine teure (Sräfin ! (Ättter, tnbem er ben »rief in- 
bie ©ttnb nimmt) ©0 gut aU gelef eu ! (unb i^n wieber meßwirft.) — 

Sfhin ja; id^ l^abe fie }u lieben geglaubt! SBag glaubt man 
nid^t alle«! Äann fein, id^ l^abe fte aud^ toirllid^ geliebt. 
15 2lber — id^ l^abe ! 

^er ^ammerbiener (Der noc^mttW i&ereintritt). ©er 5IRaIer ßonti 

toitt bie ®nabe l^aben 

^er^riita. ßonti? Siedet tool^I; lafet il^n l^ereinfommen. 
— 3)a« toirb mir anbere ©ebanfen in ben Äo^)f bringen. — 

(Stellt auf.) 



gtüeiter JCuftritt. 

(Sontt. 53)eT ^rina* 

2o 5)er ¥rlitj. ®uten SKorgen, gonti. SBie leben ©ie? SBa« 
mad^t bie Äunft? 
(Sottti. 5ßrinj, bie Äunft gel^t nad^ SBrot. 
^er Britta. 3)a« xm^ fie nid^t; ba« foU fie nid^t, — in 
meinem fleinen ®ebiete getoi^ nid^t. — Slber ber Äünftler 
25 mu^ aud^ arbeiten tooSen, 
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dmti, arbeiten? 3!)a§ ift feine 2uft. . 9lur gu biel ar* 
beüen muffen, fann i^n um ben Flamen Äünftler bringen. 

^er ^rinj» gd^ meine nid^t bieleS, fonbem biel: ein 
toenigeg, aber mit glei^. — ©ie fommen bod^ nid^t leer, 
6onti? 5 

(Sotiti» Si^ bringe baö 5ßorträt, toeld^eS ©ie mir be* 
folgten l^aben, gnäbiger §err. Unb bringe nod^ eineg, toeld^eg 
©ie mir nid^t befolgten ; aber toeil e^ gefeiten ju werben öer« 
bient — 

2)er ?prtttj. geneg ift ? — Rann x6) mxä) bod^ laum er« lo 
innem — 

dorn, ajie ©räfin Drfma. 

^er ¥ritt$. SBal^r ! — Der Sluftrag ift nur ein toenig 
Don lange l^er. 

(Soittt. Unfere fd^önen ©amen fmb nid^t aUe 2:age jum 15 
ÜJlalen. Die ®räpn l^at feit bret ÜRonaten gerabe einmal 
fid^ entfd^liefeen fönnen, ju fi^en. 

^er Britta. 8B0 fmb bie ©tüdte? 

©iMtti* gn bem SSorjimmer: id^ l^ole fie. 



Dritter 2tuftrttt. 

^er «priits. ^l^r S3ilb ! — mag ! — Sl^r Silb, ift fte ao 
bod^ nid^t f eiber. — Unb bielleid^t finb' id^ in bem ©übe 
h?ieber. toag id& in ber 5ßerfon nid^t me^r erblidfe. — 3d^ 
toxU eg aber nid^t toieberfinben. — 2)er befd^toerlid^e 3Kaler ! 
3d^ glaube gar, fte l^at i^n beftod^en. — SEBär' eS aud^ ! 
SSSenn il^r ein anbered S5ilb, ba^ mit anbem 3=arben, auf 25 
einen anbem ©runb gemalet ift, — in meinem §erjen toieber 
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5pia^ mad^en toitt: — toaf)xlxä), xä) glaube, id^ toär' c« ju« 
frieben. 31I§ id^ bort liebte, toar xd) immer fo leidet, fo 
fröl^Hd^, fo auSgelaffen. — 9iun bin id^ öon allem ba« ©e* 
genteil. — 2)od^ nein; nein, nein! Sel^äglid^er ober nid^t 
5 bel^äglid^er ; id^ bin fo beffer. 



Pterter Ztuftrttt. 

®er ?Prtna. ®onti, mit ben ©cmälbcn, looöon er baS eine bertoanbt 
fleflen einen Stu^I lel^net. 

donii (inbent er ba« anbere aurcdötftcUct). Jj^ '^i^^/ ^^nj, ba^ 

©ie bie ©d^ranfen unferer Äunft ertoägen tpoffen. SSiele« 
bon bem Slnjüglid^ften ber ©d^önl^eit liegt gang au^er ben 
®rengen berfelben. — 2:reten ©ie fo ! — 
10 ^er ^pritta (na* einer furjcn »etrad^tunß). 3Sortrefflid^, ßonti ; 

— ganj bortrefflid^ ! — J)a§ gilt S^rer Äunft, S^rem 5ßinfeL 

— Slber gef d^meid^elt, ßonti ; ganj unenblid^ gef d^meid^elt ! 
(Sotiti 3)ag Original fd^ien biefer SReinung nid^t ju fein. 

2lud^ ift e§ in ber Xf)ai nid^t mel^r gefd^meid^elt, aU bie 
15 Äunfi fd^meid^eln mu^. S)ie Kunft mu^ malen, toie fid^ bie 

^)Iaftifd^e Statur — toenn e§ eine giebt — ba^ SSilb badete: 

ol^ne ben 2lbfaff, toeld^en ber toiberftrebenbe ©toff unbers 

meiblid^ mad^t; ol^ne bag SSerberb, mit toeld^em bie 3^^^ 

bagegen antämpftt 
20 ^er^prittj. 5Der benlenbe Äünftler ift nod^ ein^ fo biel 

toert. — Slber bag Original, f agen ©ie, f anb bemungead^tet — 
(Sotiti. 3Serjeil^en ©ie, 5ßrinj. ®ag Original ift eine ^er« 

fon, bie meine ß^rerbietung fobert. 3d^ l^abe nid^tg Slad^* 

teilije^ \>on xl}x äußern tpollen. 
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^et ¥vina. ©0 biel, aU Sinnen beliebt !— Unb toa« fagte 
ba§ Original? 

(S.9nti. 3<^ 6i" jufrieben, fagte bie ®räfin, toenn id^ 
nid^t l^ä^Iid^er au^fel^e. 

^cr^ritij. SRid^t l^ä^Hd^er? — D ba« toal^re Original! 5 

(Soitti. . Unb mit einer 3Kiene fagte fie bag, — öon ber 
freilid^ biefed il^r Silb feine Bpnx, leinen SSerbad^t jeiget. 

^er^rtti}« 3)a§ meint' id^ ja; ba« ift e§ eben, tporin 
id^ bie unenblid^e ©d^meid^elei finbe. — Dl id^ fenne fie, 
jene ftolje l^öl^nifd^e 3Kiene, bie aud^ ba^ ®efid^t einer ©rajie lo 
entfteffen toürbe ! — 3d^ leugne nid^t, ba^ ein f d^öner 3Kunb, 
ber fid^ ein toenig f^)öttifd^ berjiel^et, nid^t feiten um fo öiel 
fd^öner ift. 2l6er tool^I gemerlt, ein toenig: bie SSerjiel^ung 
mu^ nid^t bis gur ©rimaffe gelten, toie bei biefer ©räfin. 
Unb Slugen muffen über ben tooUüftigen ©jjötter bie Sluffid^t 15 
fül^ren, — Slugen, toie fie bie gute ©räfin mxn gerabe gar 
nid^t l^at. 3(ud^ nid^t einmal l^ier im ^ilbe l^at. 

Honü, ©näbiger §err, id^ bin äu^erft betroffen — 

^cr«prUtj. Unb toorüber? 2lffeg, WoS bie Äunft au« 
ben großen, l^erborragenben, ftieren, ftarren 9Jlebufenaugen ao 
ber ©räfin (3\xtt^ mad^en fann, ba« l^aben ©ie, ßonti, reblid^ 
barauS gemad^t. — Sleblid^, fag' id^ ? — 5Rid^t fo reblid^, toäre 
reblid^er. ®enn fagen ©ie felbft, ßonti, lä^t fid^ auS biefem 
Silbe tool^I ber ßl^aralter ber «ßerfon fd^Iiefeen? Unb ba« fottte 
bod^. ©tolj l^aben ©ie in SBürbe, §ol^n in Säd^eln, 2lnfa$ ju 25 
trübfinniger ©d^toärmerei in fanfte ©d^toermut bertoanbelt. 

(Soittl (etwas ärgeriid^). Sll^, mein 5ßrinj, — tpir ajlaler 
red^nen jbarauf, ba^ baS fertige SSilb ben Siebl^aber nod^ 
ebenfo toarm finbet, aU toarm er e« beftellte. SBir malen 
mit älugen ber Siebe, unb Slugen ber Siebe müßten unS aud^ 30 
nur beurteilen. 
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^er^riitj. ^t nun, (Sonti; — toarum lamcn ©ie nid^t 
einen S Ronat frül^er bamit? — @e$en ©ie toeg. — SQäag 
ift bag'^anbere ©tücf? 

6!onti (inbetn er eS l^olt unb nod^ oerfel^rt in ber $anb l^ft(t). 3(udb ein 

5 toeiWid^eg 5ßorträt. 

^er^rittj. ©o niöd^t' id^ eg balb — lieber gar nid^t 

feigen. 2)enn bem gbeal l^ier (mit bcm rnnger ouf bie etirnc) — 

ober öielme^r l^ier (mit bem fjinger ouf baa $erj), fömmt eg bod^ 

nid^t bei. — gd^ tpünfd^te^ gonti, gl^re Äunft in anbem 

lo SSortoürf en ju betpunbem. 

Gottti. 6ine betounbern^tpürbigere Äunft ßiebt eS, aber 

fid^erlid^ leinen betüunbcrn^toürbigern ©egenftanb al« biefen. 

^er Britta, ©o W^tV xd), gonti, bafe eg beg Äünftlerd 

eigene ©ebieterin ift. — (Snbem ber SRaler ba« »ilb umwenbet.) 3BaS 

isfel^* id&? 3i^t SBerf, 6onti? Ober bag SEBerl meiner «ßl^am 
tafie ? — (gmilia GJalotti ! 
(Sotttl. SEBie, mein ^ßrinj? ©ie fennen biefen ßngel? 

^er ¥titta (inbem er fi(^ }U faffen fud^t, aber ol^ne ein Sluge von bem Silbe 

iu oertoenben). ©0 l^alb ! — um fie eben n)ieber ju fennen. 

ao — gg ift einige SBod^en l^er, aU id^ fte mit il^rer 3Kutter in 
einer 3Segg^ia traf. — Siad^^er ift fie mir nur an ^eiligen 
©tätten toieber öorgefommen, — Wo ba« 2lngaffen ftd^ Weniger 
jiemet. — 2lud^ fenn' id^ il^ren SSater. 6r ift mein greunb 
nid^t. ®r \t)ax e8, ber fid^ meinen 2lnf})rüd^en auf Bahxonttta 

25 am meiften toiberfe^te. — (Sin alter 2)egen, ftolj unb raul^, 
fonft bieber unb gut! — 
(Sotitl 2)er SSater ! 2lber- l^ier l^aben toxx feine 2:od^ter. — 
^er Britta. S3ei ®ott! toie auS bem ©})iegel geftol^Ien! 

(Kod^ immer bie «ußen ouf bo8 »Üb gel^eftet.) 0, ©ie tüiffeu eS Ja 

gotool^I, ßonti, ba^ man ben Äünftler bann erft red^t lobt, 
b)enn man über fein SBert fein Sob Dergt^t. 
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donit, ©leid^tool^I l^at niid^ biefeS nod^ fel^r unjufrieben 
mit mir gclaffen. — Unb bod^ bin id^ n)ieberum fel^r jufrieben 
mit meiner Unjufrieben^eit mit mir felbft. — §a ! ba^ toir nid^t 
unmittelbar mit ben Slugen malen ! Sluf bem langen SBege, 
aus bem Sluge burd^ ben 2lrm in ben ^pinfel, tt)ie biel gel^t 5 
ba verloren ! — Slber, ft)ie id^ fage, ba^ id^ eS toei^, toaS 
l^ier verloren gegangejL unb tt)ie e§ berloren gegangen, unb 
toarum eS Verloren gelten mügen : barauf bin id^ ebenfo ftolj 
unb ftoljer, alS id^ auf affeg bag bin, toaf id^ nid^t berloren 
ge^en laffen. ®enn auS jenem erfenne id^, me^r ate an^ 10 
biefem, ba^ id^ toirflid^ ein großer SWaler bin, ba^ e« aber 
meine §anb nur nid^t immer ift, — Dber meinen ©ie, 5ßrinj, 
bafe dtap^atl nid^t ba« größte malerifd^e ®enie getoefen toäre, 
tomn er unglüdflid^ertoeife ol^ne §änbe toäre geboren tporben ? 
SKeinen ©ie, ^ßrinj ? 15 

^er ^Xin^ (inbememur eben Don bem »übe neoblicft). 2Ba$ fcigen @ie, 

6onti? SEBag tooHen ©ie toiffen? 

eottti» D nid^tg, nid^tg ! — ^piauberei ! ^l}xt ©eele, merf ' 
id^, toar ganj in 3^^^" Slugen. 3d^ liebe fold^e ©eelen unb 
fold^e Slugen, ao 

2)er ¥ri«J (mit einer et^wungenen ftätte). 2llfo, gouti, red^ueu Sie 

bod^ h)irflid^ ßmilia ®aIotti mit ju ben borjüglid^ften ©d^öns 
l^eiten unferer ©tabt? 

©ottti» Sllfo? mit? mit ju ben borjüglid^ften ? unb ben 
borjüglid^ften unferer ©tabt ? — ©ie fjjotten meiner, ^rinj. 25 
Dber ©ie fallen bie ganje geit ebenfotoenig, ate ©ie l^örten. 

^er $ritl$» Sieber ßonti, — (bie giußcn »ieber ouf bag »ilb 

ßerid^tet) feie barf unfereiner feinen Slugen trauen? (Sigents 
lid^ toei^ bod^ nur allein ein 3KaIer öon ber ©d^önl^eit ju 
urteilen. 30 

aotttl Unb eine« jeben ßmjjfinbung foffte erft auf ben 
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SluSf^rud^ eine« 3KaIerg harten? — ^n« Älofter mit bem, 
ber eg bort un« lernen toiff, toag fc^ön ift ! Slber ba« ntu^ 
id^ S^nen bod^ alg 3Kaler fagen, mein 5ßrinj: eine öon ben 
größten ©lücffeligfeiten meine« Sebeng ift e«, ba^ ßmilia 

5 ®aIotti mir gefeffen. S)iefer Äojjf, biefeg 2lntli^, biefe 
©tim, biefe Slugen, biefe 3fiafe, biefer 3Kunb, biefeg Äinn, 
biefer §afe, biefe Sruft, biefer SBud^g, biefer ganje Sau 
ftnb öon ber geit an mein einjigeg ©tubium ber toeiblid^en 
©d^önl^eit. — 3)ie ©d^ilberei felbft, toobor fte gefeffen, ^at 

lo il^r abtoefenber 3Sater befommen. Slber biefe Äo^ie — 

^Cr ?Prttt§ (ber fl* f(^nca gegen i^n feieret). 3flun, ßonti ? ift bod^ 

nid^t fd^on berfagt? 

©ottti. 3ft für ©ie, 5Prinj, toenn ©ie ©efd^madt baran 
finben. 

\5 ^er ^xii^. ©efd^madt ! — (läc^einb) 35iefeg ^l^r ©tubium 
ber tpeiblid^en ©d^ön^eit, 6onti, toie fönnt' id^ beffer tl^un, 
afe e§ aud^ }u bem meinigen gu mad^en ? — 35ort, jene« ^ßor* 
trat nel^men ©ie nur n^ieber mit, — einen Slal^men barum 
ju beftetten. 

20 Honü. 3ßo^I ! 

^er^prittj» ©o fd^ön, fo reid^, aU xf)n ber ©d^ni^er nur 
mad^en fann. (£§ foff in ber Oafferie aufgefteUet toerben. 
— Slber biefe« bleibt l^ier. 3R\i einem ©tubio mad^t man 
fo biel Umftänbe nid^t ; aud^ lä^t man ba« nid^t aufl^ängen, 

25 fonbem l^at e« gern bei ber §anb. — 3^ ianU Sinnen, 
ßonti ; id^ banfe ^f)mn red^t f e^r. — Unb loie gef agt : in 
meinem Oebiete foU bie Kunft nid^t nad^ SSrot ge^en, — bi« 
id^ felbft feine« ^abe. — ©d^idfen ©ie, 6onti, ju meinem 
©d^a^meifter unb laffen ©ie auf ^^re Quittung für beibe 

30 Porträte ftd^ bejal^len, — toa« ©ie tooUen. ©oöiel ©tc 
tooUen, ßonti. 
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dontu ©ottte id^ bod^ nun balb fürd^ten, $ttnj, ba^ ©te 
fo nod^ ettt)a§ anberg belol^nen tüotten alg bie Äunft. 

2)er ¥Hitä, D be« eif etfüd^tigen Äünftlerg ! 3lxi)i bod^ ! 
— §öten ©te, (Sonti, fo öiel ©te trotten. (Conti ee^t ab.) 



fünfter Jtuftritt, 

^er^rtttä* ©oöiel er toitt! — (©egen bas »ub.) 2)id^ l^ab' 5 
id^ für jeben $reig nod^ ju tüol^Ifeil. — 211^ ! fd^öneö SBerf 
ber Äunft, ift e« tüal^r, ba^ xd) bid^ befi^e? — 2Ber bid^ aud^ 
befä^e, fd^önreg ?!Reifterftüd ber 9Jatur ! — SEBag ©ie fcafür 
tüotten, e^rlic^e gKutter! SEBag bu tüittft, alter ?!Rurrfoj)f! 
gobre nur! Robert nur! — 3lm liebften lauft' xd) bid^, 10 
Sciuberin, t)on bir felbft! — 2)iefeg Sluge öott Siebreij unb 
Sefd^eibenl^eit ! 2)iefer 3Kunb! unb h)enn er fid^ jum Sie« 
ben öffnet!" tüenn er läd^elt! 3)iefer 3Kunb! — ^d) l^öre 
fommen. — 3ldd) bin id^ mit bir ju neibifd^. Onbem er bos »«b 
gegen bie aöanb brc^ct.) (gg tüirb ?!Rarinetti fein. §ätt' id^ il^n 15 
bod^ nid^ rufen laffen! SBaö für einen SKorgen fönnt' id^ 
l^aben! 



Sedjfter Jtuftritt. 

SÖiartnelli. ®cr ^rinj. 

aWanitetti. ©näbiger §err, ©ie tüerben öerjeil^en. — 3^^ 
tüar mir eineg lo frühen Sefefelg nid^t getüärtig 

^er ^rttts» S^^ befam Suft, au^jufal^ren. 3)er SKorgen 20 
toax fo fd^ön. — Slber nun ift er ja tool^I öerftrid^en, unb bie 
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Suft tft mir ÖCrgangen. — (S^a* einem lurjen ©tiafd^weigcn.) SS3a3 

l^aben tütr 9leueg, SRarinetti? 

SRarinetti. 9Jid^t§ bon Selang, bag id^ tPü| te, — S)ie 
(Sräfin Drfina tft geftem jur ©tabt gefornmen. 
5 2)eir ¥Hitä. §ict liegt aud^ fd^on il^r guter 5Korgen, (auf i^ren 
»rief aeigenb) ober loag eg f ottft fein tnag! ^i} bin gar nid^t 
neugierig barauf. — ©ie l^aben fte gefj)rod^en? 

WlatmtUl Sß'xn xd) leiber nid^t i^r SSertrauter ? — Slber 
toenn id^ e§ toieber bon einer 3)ame toerbe, ber eg einfömmt^ 
10 ©ie in gutem ®mfte ju lieben, ^rinj, fo 

25er ^nnj, 9Jid^tg öerfd^tooren, SKarinetti! 

matintllu Sa? gn ber SC^at, ^rinj? Äönnt» e« bod^ 
fommen? — D! fo mag bie ©räfin aud^ fo unred^t nid^t l^aben. 

2)er ^tin^. 2ltterbingg, f el^r unred^t ! — ?!Reine nal^e SSer* 
15 mä^Iung mit ber ^rinjefftn bon SKaffa tüitt burd^au§, ba^ id^ 
alle bergleid^en §änbel fürg erfte abbred^e. 

SRarittetti. SEBenn e« nur ba« tüäre, fo mü^te freilid^ Drfina 
fid^ in i^r ©d^iifal ebenfotool^I ju finben toiffen ate ber ^rinj 
in feinet. 
20 2)er ¥n«a» ®ö^ unftreitig l^ärter ift ate il^re«. 5Kein §erj 
loirb bag Dj)fer eine« elenben ©taat^intereffe. ^i)xt^ barf fie 
nur jurüdhtel^men, aber nid^t tüiber SBitten öerfd^enfen» 

^atintUl S^''^^^^^^^^^^ SBarum jurüinel^men? fragt 
bie ©räfin: toenn eg toeiter nid^tö afe eine ©emal^Iin ift, bie 
25 bem ^rinjen nid^t bie Siebe, fonbern bie $oIitiI jufül^ret ? 
Sieben fo einer ©emal^Iin fielet bie ©eliebte nod^ immer i^ren 
5ßla^. Siid^t fo einer ©emal^lin fürd^tet fie aufgeoj)fert ju 
fein, fonbern 

2)er ^tin^, ßiner neuen ©eliebten. — 9lun benn? SBoIIten 
30 ©ie mir baraug ein SSerbred^en mad^en, ?!Rarinetti? 

^axintUi, ^d^? — D! Vermengen ©ie mid^ ja nid^t. 
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mein ^ßtinj, mit ber 9lärrin, beren SBott id^ fül^re, — au3 
3KitIeib fül^re. S)enn geftem, tüa^tlid^, l^at fte mid^ fonber« 
bar gerül^ret. ©ic tüottte bon il^rct Slngelegenl^cit mit ^i)nm 
gar nid^t fjjred^en. ©ie tooHte fid^ ^an^ gelaffen unb lalt 
ftetten. Slber mitten in bem gleid^gültigften ®efj)räd^e ents 5 
ful^r il^r eine SBenbung, eine Sejie^ung über bie anbete, bie 
i^r gefolterte« §erj t)ertiet. 3Kit bem luftigften SBefen fagte 
fie bie meland^olifd^ften S)inge, unb tüieberum bie lädier« 
lid^ften ^offen mit ber allertraurigften 5Kiene. ©ie l^at ju 
ben Sudlern il^re S^^P^d^t genommen, unb id^ fürd^te, bie 10 
toerben il^r ben Jleft geben. 

^er ¥««§♦ ©0 h)ie fie il^rem armen SSerftanbe aud^ ben 
erften ©to^ gegeben. — Slber toag mid^ bornel^mlid^ mit 
bon il^r entfernt ^at, ba§ tootten ©ie bod^ nid^t braud^en, 
SWarinelli, mid^ toieber ju il^r jurüijubringen ? — S33enn fte 15 
au§ Siebe närrifd^ toirb, fo toäre fte e« früher ober \päUx aud^ 
o^ne Siebe getoorben — Unb nun genug bon il^r. — 35on ettoa« 
anberm! — ©el^t benn gar nid^tg bor in ber ©tabt? — 

SRarittetti. ©0 gut loie gar nid^t«. — S)enn ba^ bie 
SSerbinbung be« ©rafen 2lJ)J)iani l^eute bottjogen loirb, — ift 20 
nid(>t biel mel^r alg gar nid^tg. 

^er ^tm. S)e§ ©rafen 2lJ)J)iani ? unb mit toem benn ? 
— S^ fott ja nod^ l^ören, ba^ er berf})rod^en ift. 

aWnrinetti. 2)ie <Bai)i ift fel^r geheim gel^alten toorben. 
aiud^ toar nid(>t biel Slufl^eben« babon ju mad^en. — ©ie 25 
toerben lad^en, ^rinj. — Slber f gel^t e« ben ®mj)finbfamen ! 
2)ie Siebe \pkUt il^nen immer bie fc^limmften ©treidle. ®in 
üRäbd^en ol^ne SScrmögen unb ol^ne Slang l^at il^n in il^re 
©d^Iinge ju jie^en getou^t, — mit ein toenig Sarbe, aber 
mit bielem ^runle bon SCugenb unb ©efü^l unb 35$i$, — 30 
unb toaS toei^ id^? 
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25er ^Hng» SBer ftd^ ben ®inbrüdfcn, bie Unfd^ulb unb 
©d^önl^eit auf if)n machen, ol^ne toeitete SRüdfid^t fo ganj 
überlaffen barf, — ic^ badete, bet tüäre el^er ju beneiben, 
aU ju belad^cn. — Unb tüte l^ei^t benn bie ©lüilic^e? — 
5 S)enn bei attebem i|t 2lJ)J)iani — xd) tüei^ tüol^I, ba^ ©ie, 
SKarinetti^ \\)n nid^t leiben fönnen, ebenfotüenig afe er ©ie 

— bei attebem i|t er bod^ ein fel^r toürbiger junger SKann^ 
ein fd^öner 3Kann, ein reid^er üRann, ein "üRann botter ®^re. 
3d^ l^ätte fel^r getüünfd^^t, il^n mir berbinben ju fönnen. gd^ 

10 tüerbe nod^ barauf beulen. 

aRotinetti SBenn e§ nic^t ju f^)ät ift. — 3)enn fobiel id^ 
l^öre, i|t fein ^lan gar nic^t, bei §ofe fein (Slüi ju ntad^en» 

— 6r h)ill mit feiner (Sebieterin nad^ feinen S^^älem bon 
5ßiemont, — (Semfen ju jagen auf ben 3llj)en unb 5KurmeIs 

15 tiere abjurid^ten. — SBag f ann er Seffereg tl^un ? §ier ift 
eg burc^ bag SKi^ünbuig, toeld^eg er trifft, mit i^m bod^ 
aug. 3)er 3^^^^" ^^ ^^t^ §äufer ift il^m bon nun an ber« 

fd(>Ioffen 

25er ^tin%. SKit euem erften Käufern ! — in tbeld^en ba« 
ao (Seremoniett, ber S^axiQ, bie Sangetbeile unb nid^t feiten bie 
S)ürftig!eit l^errfd^et. — 2lber fo nennen ©ie mir fie bod^, 
ber er biefeö fo gro^e D^)fer bringt. 
aRarinetti. ®§ ift eine gcloijfe ®milia ®alotti. 
25er ¥n«a» SBi^/ SKarinetti? (Sine getoijfe — 
25 ^atintUl @milia (Salotti. 

25er ¥««$. ®milia ®alotti ? — 5Rimmermel^r I 
SRarittetti. S^berläfftg, gnäbiger §en. 
2)er ^Httj. 5Rein, fag' id^; ba§ ift nid^t, ba§ lann nid^t 
fein. — ©ie inen fid^ in bem Flamen. — 3)a« (Sefd^Ied^t 
aober ®alotti ift gro^. — (Sine ©alotti fann eg fein; aber 
nid^t ®milia ©alotti; nid^t ©milia! 
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SRarincm. emilia — emilia (Salotti! 

25er ^tin^, ©o giebt eg nod^ eine, bie beibe Flamen fül^rt. 

— ©ie faßten ol^nebem, eine getüiffe (Smilia ©alotti — eine 
getoiffe. 35on ber redeten fönnte nur ein 3laxx fo fj)red^en. — 

SRariiteni. @ie finb au^er \xd), gnäbiger §en. — Äennen 5 
©ie benn biefe (Smilia! 
25er ¥J^i«S» S^ '^^^^ jw fragen, SKarinelli, nid^t (Sr. -r- 

— ©milia ©alotti? S)ie SCod^ter be« Dberften (Salotti, bei 
©abionetta ? 

9)lartneHi« ®ben bie. xo 

25er ¥Htta» S)ic l^ier in (Suaftatta mit i^rer 9Rutter 
lool^net ? 

matintUl eben bie. 

2)er ¥rtna. Unfern ber Äird^e Sltter^eiligen ? 

WlatintUl ®ben bie. 15 

^er ¥rtn$. ?!Rit einem SBorte — (inbcm er na^ bcm Porträte 
fpritifll unb es bcm unarincUi in bie ^anb giebt) 2)a ! — S)iefe ? ®iefe 

®miKa ©alotti ? — Qpxxä) bein berbammte« rf®ben bie'' nod^ 

einmal unb fto^ mir ben 3)oId^ in« §erj ! 
9^}arinellt. Qhm bie! 20 

25er ¥Hn§- genfer! — S)iefe? — S)iefe ßmilia ©alotti 

loirb l^eute 

^artnellt. ©räfin 3l^)J)iani ! — (^tcr reifet ber n^rinj bem maxi* 
neüi ba§ »ilb toieber au3 ber ^anb unb wirft eS beifeite.) 3)ie 2^rauung 

gefd^iel^et in ber ©titte auf bem Sanbgute be« SSaterö bei 25 
©abionetta. ©egen 3Rittag fal^ren ?!Rutter unb S^od^ter, ber 
©raf unb öiettei^t ein ^)aar fjreunbe bal^in ab. 

^er ¥ttn$ (ber fic^ t)oa »erjroeiflunfl in einen ©tu^l wirft). ©0 bin 

id^ verloren ! — ©0 toitt ic^ nid^t leben ! 
9)larinem. Slber toag ift ^\)mn, gnäbiger §err? 30 

2)er ^t\n% (ber gegen i^n wieber auffpringt). Verräter ! — h>ag" 
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mit ift? — 5Run j|a, td^ liebe fte, id^ bete fie an, SUlögt 
il^r eg bod^ toiflen ! tnögt il^r eg boc^ längft getüu^t l^aben, 
atte i^r, benen ic^ ber totten Dtfina fd^imjjflid^e ^effeln lieber 
etoig tragen fottte ! — 9lur ba^ ©ie, 3Karinetti, ber ©ie fo oft 

5 mid^ ^f)xtx innigften ^reunbfd^aft berfid^erten — o, ein gürft l^at 
feinen g^reunb ! fann feinen greunb l^aben ! — ba^ ©ie, ©ie, fo 
treulog, fo l^äntifd^ mir big auf biefen Slugenblidf bie ©efal^r ber« 
^el^Ien bürfen, bie meiner Siebe brol^te : loenn id^ Sinnen jemaU 
bag tjergebe, — fo loerbe mir meiner ©ünben feine tjergeben ! 

lo ^atintUu 3^ ^^i^ ^^^m SBorte px finben, ^rinj, — 
toenn ©ie mic^ aud^ baju fommen liefen — Sinnen mein 
®rftaunen ju bezeigen. — ©ie lieben ©milia ©alotti? — 
©c^tour benn gegen ©d^tour: ^mn x6) öon biefer Siebe 
bag ©eringfte getou^t, bag ©eringfte bermutet l^abe, fo möge 

15 toeber ®ngel nod^ ^eiliger bon mir toiffen ! — ®ben bag 
toollt' id^ in bie ©eele ber Drfina fd^toören. 3^r SBerbad^t 
fd^loeift auf einer ganj anbern gäl^rte. 

^er ¥«ttJ» ©0 berjeil^en ©ie mir, ?!Rarinetti, ~: (mbem er n<^ 
i^m in bie scrme wirft) unb bebauem ©ie mid^. 

2o ^axintUl 3bxn ba, $rinj ! ®rf ennen ©ie ba bie grud^t 
3^rer S^rüdfl^altung ! — „g^ürften l^aben feinen g^reunb! 
fönnen feinen greunb l^aben !" — Unb bie Urfad^e, toenn 
bem fo ift? — SBeil fie feinen l^aben tootten. — §eute be« 
eieren fte ung mit il^rem SSertrauen, teilen ung il^re gel^eim« 

25 ften SEBünfc^e mit, fc^Iiefeen ung il^re ganje ©eele auf, unb 
morgen finb toir i^nen loieber fo fremb, ate l^ätten fie nie 
ein SBort mit un« getoed^felt. 

2)er Vritt§, 2ld^, 3Jlarinetti, tüie fonnt* id^ ^\)mn Vertrauen, 
loa« id^ mir felbft faum gefte^en toottte? 

30 WtatintUu Unb alfo tool^l noc^ Weniger ber Urheberin 
3^rer Dual geft'anben ^aben? 
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^er ^nj» S^r ? — Sitte meine 3Rül^e tft öetgeben« ge^ 
toefen, fte ein jtoeiteö 5KaI ju fjjred^en. — 

tRannem^ Unb bag erfte 9Jlal — 

^er »Jniiä, ©jjrad^ id^ fie — D, id^ fomme bon ©innen ! 
Unb xd) fott 3^«^« ^^od^ lange ergäl^Ien ? — ©ie feigen mic^ 5 
einen Jlaub ber SBeffen : tüa§ fragen ©ie biet, tüie id^ e« getoor« 
ben? SRetten ©ie mic^, tüenn ©ie fönnen, unb fragen ©ie bann. 

matintUu SRetten? ift ba biet ju retten? — SBa« ©ie 
berfäuntt ^aben, gnäbiger §err, ber ®milia ®aIotti ju be* 
fennen, ba« befennen ©ie nun ber (Sräfin 2l^)j)iani. SBaren, 10 
bie man au§ ber erften §anb nid^t l^aben fann, lauft man 
an^ ber jtüeiten: — unb fold^e SBaren nid^t feiten an^ ber 
jtoeiten um fo biel tool^Ifeiler. 

^er ^tin^. (Smftl^aft, SRarinetti, emftl^aft, ober — 

WtavintUl g^reilid^, aud^ um fo öiel fd^Iec^ter 15 

^er ¥«ttj, ©ie toerben unöerf d^ämt ! 

^axintUU Unb ba}u toitt ber @raf bamit au« bem Sanbe. 
— 3a, fo mü^te man auf ettpa« anber« beulen. — 

25er *ritt§. Unb auf loa« ? — Siebfter, befter 9Rarinetti, 
beulen ©ie für mid^. SBa« toürben ©ie t^un, toenn ©ie an 20 
meiner ©tette toären? 

WlavintUu SSor atten fingen eine Äleinigleit al« eine 
Äleinigleit anfeilen — unb mir fagen, ba^ id^ nid(>t bergeben« 
fein lootte, toa« id^ bin — §err ! 

^er ^txn^. ©d^meic^eln ©ie mir nid(>t mit einer (Setoalt, 25 
bon ber id^ ^ier leinen (Sebraud^ abfeile. — §eute fagen ©ie? 
fd^on l^eute? 

^Warinetti. ®rft l^eute — fott e« gefd^el^en. Unb nur ge« 
fd^el^enen 2)ingen ift nid^t ju raten. — mc^^ einer lursen üöericßunß.) 
SBotten ©ie mir freie §anb laffen, 5ßrinj ? SBotten ©ie atte« 30 
genel^migen^ n)a« id^ tl^ue? 
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25er ^xin%. Sitte«, SKarinetti, atte«, tüa« btefen ©treid^ aU 
toenben fann. 

»larinetti* ©o lajfen ©ie un« feine ^nt Verlieren. — 
Slbet bleiben ©ie nid^t in ber ©tabt. ga^ren ©ie fogleid^ 
5 nad^ ^f)xtm Suftfd^toffe, nad^ 2)ofalo. 3)et SBeg nad^ ©a« 
bionetta gel^t ba öorbei. SBenn eg mir nid^t gelingt, ben 
(Srafen augenbliilid^ ju entfernen, fo benl* id^ — 3)od^, 
bod^; id^ glaube, er gel^t in biefe gatte getoi^, ©ie motten 
ja, 5ßrinj, toegen ^f)x^ SSermäl^Iung einen Oefanbten nad^ 
10 5Kaffa f d^iien ? 2aj|en ©ie ben ®raf en biefer ©efanbte 
fein, mit bem SSebinge, bafe er nod^ l^eute abreifet. — SSer« 
ftel^en ©ie? 

2)er $ri]t$« SSortrefflid^ ! — ©ringen ©ie il^n ju mir l^er* 
au«. (Selben ©ie, eilen ©ie. 3^ ^^f^ ^i^ fogleid^ in 

15 ben SBagen. (HRartneW gel^t 0»,) 



Siebenter Jtuftritt. 

^er *riit§* ©ogleid^ ! f ogleid^ ! — SEBo blieb e« ? — 
csid^ nad^ bem ^Porträte umfei&cnb.) 2luf ber 6rbe ? ba§ h>ar ju arg ! 
Onbem er es aufgebt.) 3)od^ betrad(>ten ? betrad^ten mag id^ bid^ 
für« erfte nid^t mel^r. — SBarum fofft' id^ mir ben 5ßfeil 

2o nod^ tiefer in bie SBunbe brüien ? (<Be%t es betfeitc.) — ©e« 
fd^mad^tet, gefeufjet l^ab' id^ lange genug, — länger, aU xi) 
gefottt l^ätte, aber nid^t§ get^an ! ünb über bie järtlid^e Uns 
tl^ätigfeit bei einem §aar* atte§ berloren ! — Unb h>enn nun 
bod^ atteö verloren h>äre? SBenn SWarineffi nid^t« au^rid^^s 

25 tete ? — SBarum h>itt id^ mid^ aud^ auf il^n attein öerlaffen ? 
®d fättt mir ein, — um biefe ©tunbe (nad^ berühr fe^enb), um 
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biefe nämlid^e ©tunbe Jjflcgt ba§ fromtne aRäbd^en alle 
SKorgen bei ben 3)omtniIanem bte 9Reffe ju l^ören. — 2Bie, 
toenn id^ fie ba ju fj)recl^en fud^te? — 2)od^ l^eute, l^eut' an 
latent ^od^jeitgtage — l^eute toetben tl^r anbere SJtnge am 
§erjen liegen al« bie aReffe. — 3*^be«, toer toei^? — ®g 5 

ift ein (Sang. — (9t fllngclt, unb inbem er einige »on ben papieren auf bem 
«ifd^e Saftig swfömmenrQfft, tritt bcr Äammcrbicner herein.) ga^t ÖOrf al^ten ! 

— 3f* nod^ feiner bon ben SRäten ba? 
^er Äammerbiener, (SamiHo SRota. 

2)er ^tina* 6r foH l^ereinlontnten. (S)er Äammerbiener ge^t ah.) 10 

3lvLX aufhalten mu^ er mid^ nid^t tootten. 3)agntal nid^t ! — 
Sd^ ftel^e gern feinen 53ebenIIid^feiten ein anbermal um fo 
biel länger ju ©ienften. — 3)a h>ar ja nod^ bie Sittfd^rift 
einer ®milia Srune^d^i. — (@ie fu(^enb.) 35ie ift'§. — Slber, 
gute Srunegd^i, too beine 9Sorfj)red^erin 15 



Otdjter 2tuftrttt. 

©amiUo 9lota, ©d^riftcn in bet i&anb. ®er ^rlnj. 

2)er ¥rtit$* Äommen ©ie, dtota, fommen ©ie. — §ier ift^ 
toa« id^ biefen SWorgen erbrod^en. 3lxd)t biet 2:röftli^eg ! — 
©ie tüerben bon felbft feigen, toa« barauf ju berfügen. — 
Jiel^men ©ie nur. 
damiKo fRoia, &\it, gnäbiger §en. 20 

2)er ¥ntt$. 3lod) ift l^ier eine Sittfd^rift einer ®miUa 
Oalot . . S5rune§d^i toxü \6) fagen. — 3^ ^^^^ meine Se« 
toittigung jtüar fd(>on beigefd^rieben. 2lber bod^ — bie ©ad^e 
ift leine Äleinigleit — Saffen ©ie bie 2lu«fertigung nod^ 
aufteilen. — Ober aud^ nid(>t anftel^en ; toie ©ie toollen. 25 
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^amiHo fRoia, 9{ic^t tvie td^ \üxU, gnäbiger igett. 
2)er ¥nn§. SBa« i|t fonft? ettoaö ju unterf (^reiben ? 
damitto Oiota« @in S^obe^urteil tt)äte ju unterfd^retben. 
^er ¥^^ittä» Sl^c^t gern. — 5Rur l^et ! gefd^toinb. 

5 ©amittO 9i9ta (ftu^tg unb bcn ^prinjen ftarr ttnfc^cnb). @in 2^obeg* 

urteil — fagt' id^. 

25er ¥"«5» 3d^ ^öre j|a tool^l. — 6§ lönnte fd^on ge« 
fc^el^en fein. S^ ^i'^ ^iKg. 

damillO [Rota (feine ©d^riften nod^fe^cnb). 31x1X1 ^aV td^ eg bod^ 

lo too^l nid^t tttitgenommen ! SBetjeil^en ©ie, gnäbiger 

§err. — ßg fann Slnftanb bantit l^aben big tnorgen. 

^er ^txn^. 2lud^ ba§ ! — $aden ©ie nur jufammen : id^ 
mu^ fort. — 3Rorgen, SRota, ein 5Kel^re§ ! (®ei^t ab.) 

G^amillo \fiota (ben Aopf fd^üttelnb, inbem er bte Rapiere iu fid^ nimmt 

15 unb abfielt). SRed^t gem ? — ©in 2:ote«urteiI red^t gern? — 
3d^ i^ätt' e§ i^n in biefent 2lugenblide nid^t mögen unter* 
fd^reiben laffen, unb toenn eg ben SWörber meine« einzigen 
©o^ne§ betroffen l^ätte. — SRed^t gern ! rec^t gem ! — ®g gel^t 
mir burd^ bie ©eele, biefe« grä^lic^e SRed^t gem! 



SDte @cette : ein ®aai tn bem $aufe ber ©alottt« 



(Erfter 2tuftrttt 

(Slaubia ©atotti. ^irro. 
G!(llttbia (im heraustreten iu $irro, ber oon ber anbem Seite l^ereintritt). 

SQ3er fjjrengte ba in ben §of? 
^Inro. Uttfer §err, gnäbige gtau. 
^©laitbla. 3Rein ©emal^I? Sft e« möglid^? 
^ino, ®r folgt mir auf bem g^u^e. 5 

dlanbia. ©0 unbctmutet ? — (S^m cntfleflcnciunb.) Sld^ ! mein 

»efter ! — 



5u>etter Jtuftrttt* 

Oboarbo ©alotti unb bte a^oriflen. 

Oboarbo» ®uten SWotgen, meine Siebe! — 9lid^t toal)x, 
ba« l^ei^t überrafd^en? 

€(aitbia* Unb auf bie angenel^mfte 2lrt ! — SBenn eg an« 10 
ber§ nur eine Überrafd^ung fein fott. 

Oboarbo. Sfiic^tö tüeiter ! ©ei unbeforgt. — 2)ag ®Iü(f beg 
l^eutigen S^ageg toedfte mid^ fo frü^ ; ber SKorgen toar fo 
fd^ön; ber SBeg ift fo lurj; id^ Vermutete eud^ l^ier fo ge« 
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fd^äftig — SEBie leidet bergejfen fie cttoag ! fiel mir ein. — 
SKtt einem SBorte: id^ lomme unb fel^e unb feiere fogleid^ 
toieber jurüi. — SBo ift (Smilia? Unftreitig befd^äftigt mit 
bem «ßu^e? — 
5 Ulanhia, S^ter ©eele ! — ©ie ift in ber 5Kejfe. — „^^ 
^abe ^eute mel^t aU jjeben anbem 2^ag ®nabe bon oben ju 
erflehen/ fagte fie unb lie^ aUeg liegen unb nal^m il^ren 
©c^Ieier unb eilte — 

Oboarbo. (äan^ attein? 
lo (Silimbia« 3)ie Wenigen ©d^ritte 

Oboarbo. ©inet ift genug ju einem ^e^ltritt! — 

(Sitaitbia. 3^^^^^ ®i^ "^*/ ^^^^ Sefter, unb fommen 
©ie herein, — einen Slugenblidf auSjurul^^n unb, toann ©ie 
tooHen, eine ßrfrifd^ung ju nel^men. 
15 Oboarbp, SBie bu meineft, (Slaubia. — 2lber fte foKte 
nid^t attein gegangen fein. — 

©lanbia. Unb 3^^/ ^irro, bleibt ^ier in bem aSorjimmer^ 
atte Sefud^e auf l^eute ju berbitten. 



Dritter Jtuftritt. 

ipirro unb balb barauf ^tigelo. 

^itto, 3)ie ftc^ nur aug 3?eugierbe melben laffen. — SBa« 
20 bin id^ feit einer ©tunbe nic^t atteg ausgefragt toorben ! — 
Unb tüer lömmt ba? 

9ttge(0 (nod^ ftaVb hinter ber ©cene in einem lursen TtanUl, ben er über 
bad ©eftd^t fleaoflen^^ben ^ut in bic Stime). ^XXXO ! — ^ßirrO ! 

^IrrO. ©in Sefannter ? — (Snbem Slngelo »onenbS ^ereintrttt unb 
25 ben fOtanttl auScinanber fd^lägt.) §immel ! Slugelo ? — 95u ? 
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«ttgelo. S33te bu fiel^ft. — 3^ ^i« Iö«9e genug um ba« 
§au« j^erumgegangen, bic^ ju f^)red^en. — 3luf ein SBort ! — 

^irro» Unb bu tüagft eg, toieber ang Sic^t ju fommen? 
— 3)u bift feit beiner legten 5!Rorbtl^at ijogelfrei erlläret; 
auf beinen Äoj)f fielet eine ^elol^nung — 5 

«ttgelo. S)ie bod^ bu nic^t toitft öerbienen trotten ? — 

¥irr0* aSa« tüittft bu? 3c^ bitte bid^, ntad^e ntid^ nid^t 
unglüdlid^. 

ÄngelO, Xamxt ettt)a?(t^m einen »eutcl mit ®elbe ieigenb) — 5Rimm ! 

ßg gel^öret bit! lo 

¥irr0. aJiir? 

5tttgeIo. §aft bu bergeffen? 3)er 95eutfd^e, bein boriger 
§err, 

¥trr0. ©c^toeig babon! 

Ängelo» 3)en bu un^ auf bem SBege nad^ $ifa in bie 15 
gaffe fü^rteft — 

¥irro. SBenn un§ jemanb l^örte ! 

«ttgelo, ^attt \a bie ®üte, un« aud^ einen foftbaren 
9ling ju l^interlaffen. — SBei^t bu nid^t? — ®r toar ju 
foftbar, ber 9ling, aU ba^ loir il^n fogleid^ ol^ne SSerbad^t 20 
l^ätten ju (Selbe mad^en lönnen. ©nblic^ ift mir eg bamit 
gelungen. 3^ ^<^6« l^unbert pftolen bafür erl^alten: unb 
bag ift bein Slnteil. 9limm ! 

¥inr»» 3^^ "^«0 nic^tg, — behalt' affe§. 

?tttgeIo. 3Keineth)egen ! — SBenn e§ bir gleid^biel ift, 25 

tOie l^od^ bu beinen ÄOj)f feil trägft — (SlIS 06 er ben »eutel »teber 
eittftecfcn wollte.) 

¥trt0. ©0 gieb nur ! (SRimmt i^n.) — Unb toag nun ? 
^^nn ba^ bu blo^ be^toegen mic^ aufgefud^t ^aben foffteft 

«ttgelo. 3)aS fömmt bir nic^t fo red^t glaublid^ bor ? — 30 
§affunfe! SBag benfft bu bon m^^, — 35a6 h>ir fällig 
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fittb, jemanb feinen Serbtenft borjuentl^alten? 2)aS mag 
unter ben fogenannten e^rlic^en Seuten SKobe fein, unter 

- und nid^t. — Seb tool^l ! — (i^ut a» oS er ae^en »ontc, unb !c^rt 

»ieberum.) gin§ mu^ id^ bod^ fragen. — 3)a fant ja ber 
5 alte Oalotti fo ganj allein in bie ©tabt 0efj)ren0t. 2Ba« 
toitt ber? 

¥irr0. 9Wd^tg toiH er; ein bloßer ©^)ajierritt. ©eine 
S^od^ter toirb l^eut* abenb auf bem ®VLtt, öon bem er ^er* 
föntmt, bent Orafen 2lj)^)iani angetrauet. ®r fann bie geit 
lo nid^t erwarten — 

9(ttgetp. Unb reitet balb toieber ^inau«? 
^irro. ©0 balb, ba^ er bid^ l^ier trifft, h>o bu nod^ lange 
berjie^eft. — Slber bu l^aft bod^ feinen Slnfd^lag auf il^n. 
Sfiintm bid^ in ad^t. ®r ift ein 5Kann — 
15 «ttgelo» Äenn' id^ il^n nid^t? ^aV \d) nid^t unter i^nt 
gebienet? — SBenn barum bei i^nt nur öiel ju Idolen tüäre! 
— SBann fal^ren bie jungen Seute nad^ ? 
¥irr0. ®egen SKittag. 
«ngel0. 3Rit biet Begleitung? 
20 ^irro* 3« ^«^wi einzigen SBagen : bie SUlutter, bie %dä)s 
ter unb ber Oraf. ©n j)aar greunbe fontmen aud ©abio* 
netta al« 3^8^«» 
«ngelo. Unb Sebiente ? 

¥irrp» 3tur jtüei au^er mir, ber id^ ju 5ßferbe öorauf 
25 reiten fott. 

«ngelo. 3)a§ ift gut. — 9lod^ eing : h>eff en ift bie ®quis 
^)age? Sf* ^^ ^^^? *>*>^^ i>«^ ®rafen? 
¥irr0. 3)eg ®rafen. 

«ngelo. ©d^limm ! 2)a ift nod^ ein Sorreiter au^er einem 
30 l^anbf eften Äutfd^er. S)od^ ! — 

^ino. 9id^ erftaune. 5lber toag toittft bu ? — S?a« bi^d^en 
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©d^muÄ, bag bic Staut ettoa l^aben bütfte, toitb fd^toctlid^ ber 
3Rü^e lol^nen — 

«ttgelo. ©0 lol^nt il^rer bie Staut felbft! 

¥iiT0. Unb aud^ bei biefem SBetbted^en foll id^ bein 3Rits 
fd^ulbiget fein? 5 

««8el0» 3)u teiteft botauf, Sleite bod^, teite ! unb feilte 
bid^ an nid^t§ ! 

¥iJ^«>. Siintmetmel^t ! 

«ngelo^ SEBie? id^ glaube gat, bu toiUft ben Oetüiffen» 
l^aften fj)ielen. — Sutfd(>e ! 3^ i>mU, bu lennft mid^. — SBo lo 
bu ^)Iaubetft ! 2Bo fid^ ein einjiget Untftanb anbet« finbet, ate 
bu mit il^n angegeben ! — 

^hx9. äbet, Slngelo, um beg $immel« toitten ! — 

^nqtU>. %^u, loa« bu nid^t laffen fannft ! (®e^t ab.) 

¥lnr0, §a! la^ bid^ benS^eufel bei einem §aate faffen^ 15 
unb bu bift fein auf etpig ! ^ä) Unglüdlid^et ! 



XJierter Jtuftritt* 

Oboarbo unb (Slaubia @a(otti. ^Pitro. 

Dbparbp, ©ie bleibt mit ju lang* aug — 
Clattbia. 3lod) einen äugenblii, Dboatbo ! ®3 toütbe fie 
fd^metjen, ieine|_2lnblidf§ fo ju betfel^Ien, 

Oboarbo. 3^ ^^i ^^^ 6^^ ^^"^ Otafen nod^ einfj)ted^en. 20 
Äaum fann id^'g ettoatten, biefen toütbigen jungen SRann 
meinen ©ol^n )u nennen. SlHe« entjüdft mid^ an i^m. Unb 
t)ot allem ber ©ntfd^Iu^^ in feinen bäterli^en %f)iÜ^xn ftd^ 
felbft )u leben. 
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aiattbia. 35a« §erj bricht mir, toenn td^ l^icran gebenfe. 

— ©0 ganj follen toir fie verlieren, btefe etnjige, geliebte 
Soc^ter? 

Oboorbo« SEBa« nennft bu fie verlieren ? ©ie in ben 3lrs 
5 nten ber Siebe px toiffen ? SSermenge bein SSergnügen an il^r 
nid^t mit il^rem ©lücfe. — 3)u möd^teft meinen alten 3lrgtt)ol^n 
erneuern: — ba^ e« me^r ba« ©eräufd^ unb bie S^^ft^^w« 
ung ber SJBelt, me^r bie SRäl^e be« ipofe« toar ate bie 9lot» 
tüenbigfeit, unferer 2:oci^ter eine anftänbige Crjiel^ung ju 
10 geben, loa« bid^ betoog, l^ier in ber ©tabt mit il^r ju bleiben, 

— fern öon einem SWanne unb SSater, ber tnd) fo l^erjlid^ 
liebet. 

aiottbia. SBie ungered^t, Dboarbo ! Slber la^ mid^ l^eute 
nur ein einjige« für biefe ©tabt, für biefe 9läl^e be« ipofe« 

15 fjjred^en, bie beiner ftrengen S^ugenb fo öerl^a^t finb, — §ier, 

nur ^ier lonnte bie Siebe jufammenbringen, toa« für einanber 

gefd^affen toar. §ier nur lonnte ber ®raf ßmilien finben, unb 

fanb fie. 

Oboarbo. Sa« räum' id^ ein. 3(ber, gute Slaubia, l^atteft 

20 bu barum red^t, toeil bir ber 3lu«gang red^t giebt ? — ®ut, ba^ 
e« mit biefer ©tabterjiel^ung fo abgelaufen ! Sa^t un« nid^t 
toeife fein toollen, too toir nid^t« ate glüdEIid^ getoefen ! (änt, 
ba^ e« fo bamit abgelaufen ! — SRun l^aben fte fid^ gefunben, 
bie für einanber beftimmt toaren ; nun la^ fte jiel^en, tool^in Un* 

35 fd^ulb unb Stulpe fte rufen. — SQBa« follte ber ®raf l^ier ? ©id^ 
büdfen unb fd^meid^eln unb fried^en unb bie SWarinelli« augju* 
fted^en fud^en, um enblid^ ein ©lüdE ju mad^en, beffen er nidj^t 
bebarf ? um enblid^ einer Si^re getoürbiget ju loerben, bte für 
il^n feine loäre ? — 5ßirro ! 

30 ^inro. ipier bin id^. 

Oboarbo. ®e^ unb fül^re mein $ferb \>ox ba« $au« be« 
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©rafen. ^ä) fomme nad^ unb toitt mid^ ba tt)ieber auffegen. 
(*irro ßci^t ah.) — SBarum foll bcr Oraf l^ier bienen, toenn er 
bort f clbft bef eitlen !ann ? — 35aju bebenfeft bu mä)t, ßlaubia, 
ba^ burd^ unfere %oi)Ux er e« öottenb« mit bem 5ßrinjen 
öerberbt. SJer ^prinj l^a^t mid^ — 5 

(Slanbia« SSietteidS^t tüemger, aU bu beforgeft. 

Oboarbo« Seforgeft! 3^ beforg' aud^ fo toaS! 

(Slanbia. SJenn l^ab' td^ bir fd^on gefagt, ba^ ber 5ßrinj 
unfere S^od^ter gefeiten ^at? 

Dboorbo. 35er ^prinj? Unb tooba«? 10 

6:iaiibia. ^n ber legten SSeggl^ia, bei bem Äanjier Ori« 
malbi, bie er mit feiner Oegentoart beel^rte. 6r bejeigte 
fid^ gegen fte fo gnäbig 

Oboarbo« ©0 gnäbig? 

aiattbia« @r unterl^ielt fid^ mit il^r fo lange 15 

Oboarbo« Unterl^ielt fid^ mit il^r? 

Sloitbia. ©d^ien öon il^rer SKunterleit unb i^rem SBSi^e fo 
b^aubert 

Oboarbo. ©0 bejaubert? — 

(Slottbia* ipat öon il^rer ©d^önl^eit mit fo Dielen ßobeger« 20 
l^ebungen gefjjrod^en 

Oboarbo. ßobegerl^ebungen ? Unb baS atte« erjäl^Ift bu mir 
in einem S^one ber ©ntjüdfung? D ßlaubia! ßlaubia! eitle, 
t^örid^te 3Jlutter! 

eiaitbia. SBiefo ? 35 

Oboarbo. 9lun gut, nun gut ! 3lud^ ba« ift f abgelaufen. 
— §a ! SBenn i^ mir einbilbe — 35a« gerabe tüäre ber 
Drt, lüo id^ am töblid^ften ju öertounben bin ! — @in SBoIIüfts 
ling, ber betüunbert, begel^rt. — ßlaubia ! ßlaubia ! ber blo^e 
©ebanle fe^t mid^ in SBut. — 35u ^ätteft mir ba« fogleidj^ 30 
follen gemelbet ^aben. — 35od^, id^ möd^te bir l^eute nid^t 
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gern ttwai Unangenel^meS fagen. Unb id^ toürbe (inbcm ne 
i^n bei bcr ^anb ctöreift), tiDcnit id^ länget bliebe. — ^rum la^ 
mid^ ! la^ mxcS) ! — ©Ott befol^len, ßlaubia ! — Äommt 
glüiUd^ nad^ ! , * 



fünfter Jtuftrttt- 

5 ©lattbia ©alotti. SBeld^ ein Mann l — D, ber tauigen 
S^ugenb ! — to^nn anbete fie biefen 9lamen berbienet. — SltteS 
fd^eint il^r berbäd^tig, alle« fttafbar ! — Ober, toenn ba« bie 
SWenfd^en f ennen l^ei^t : — toer fottte fid^ toünfd^en, fie ju 
fennen ? — 2Bo bleibt aber aud^ ©milia ? — @r ift beS SSaterS 

10 geinb : f olglid^ — f olglid^, toenn er ein Sluge für bie 2^od^ter 
l^at, fo ift es einjig, um il^n ju bef d^imjjf en ? — 



Sedjfter Jtuftritt* 

(gmilia unb Claubia ©alotti. 
^milia (ftürjct in einer linöftlid^eu Serroirmnö herein). SBol^I mit ! 

tool^I mir ! 5iun bin id^ in ©id^er^eit. Ober ift er mir gar 

gefolgt ? (Snbem fte ben ©d^leier surüdtoirft unb i^re JRutter erbliclet) ^ft 

15 er, meine 3Äutter? ift er? — 5iein, bem §immel fei S)anl! 
©laubia. SQSa« ift bir, meine 2:od^ter? toa« ift bir? 
emilia. Wc^tg, nid^tg — 

eiaubia. Unb blidfeft fo toilb um bid^? Unb jitterft an 
jebem ©liebe? 
2o (Bmilia, SBa« l^ab' id^ l^ören muffen ! Unb too, too l^ab' id^ 
eg l^ören muffen ! 
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Slanbia. ^d^ l^abe bid^ in ber Äird^e geglaubt — 
ettttlia. ebenba ! 2Bag ift bem Safter Rixd)' unb Slltar? 

— 3ld), meine SWutter ! (©tc^ ittv in btc arme »crfcnb.) 

Glanbia. SRebe, meine %o(S)Ux ! — SKad^' meiner g^urd^t 
ein @nbe. — SBag fann bir ba, an l^eiliger <Bt'dttt, fo ©d^Um« 5 
me^ begegnet fein? 

(Stitilia» 9lie l^ätte meine 3lnbad^t inniger, brünftiger fein 
foffen afe l^eute ; nie ift fie Weniger getoef en, toa« fie fein follte. 

C^Iaubia« SBir fmb SWenfd^en, ©milia. 35ie Oabe, ju beten, 
ift nid^t immer in unferer ßJetoalt. 3)em §immel ift beten 10 
toollen, aud^ beten. 

emüia» Unb fünbigen toollen, aud^ fünbigen. 

C^Iaubia. ^a$ l^at meine @milia nid^t tvoSen ! 

^milia. 5iein, meine 9Ilutter, fo tief lie^ mid^ bie ©nabe 
nid^t finfen. — 3tber ba^ frembeö Safter unS toiber unfern 15 
SBiffen ju SWitfd^uIbigen mad^en fann! 

(Slaubia. g^affe bid^ ! — ©ammle beine ©ebanfen, fo öiel 
bir möglid^. — Sag' e« mir mit ein^, toaS bir gefd^el^en. 

^milia. (^htn l^att' id^ mid^ — toeiter bon bem 3tltare, afe 
id^ fonft Jjflege, — benn id^ fam px fj)ät — auf meine Änie ge« 20 
laffen. @ben fing id^ an, mein §erj ju erl^eben, aU bid^t l^inter 
mir ettoa« feinen 5ßla| nal^m. ©0 bid^t l^inter mir ! — 3^ 
lonnte toeber bor,nod^ jur Seite rüdfen, — fo gern id^ anä) toottte, 
aug ^urd^t, bajj eine« anbem 2tnbad^t mid^ in meiner ftören 
möd^te. — ^nhad)t ! ba« toar ba« Sd^Ummfte, loa« id^ beforgte. 25 

— Slber e« toäl^rte nid^t lange, fo l^ört' id^ ganj nal^' an 
meinem Dl^re, — nad^ einem tiefen ©eufjer, — nid^t ben Flamen 
einer ^eiligen, — ben Flamen, — gürnen Sie nid^t, meine MnU 
ter — ben Sflamen ^l}xtx 2^od^ter ! — meinen 9lamen ! — D, 
ba^ laute 3)onner mid^ berl^inbert l^ätten, mel^r ju l^ören ! — 30 
®« fj)rad^ Don Sd^önl^eit, bon Siebe — @« Hagte, ba^ biefer 
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%aQ, toeld^er mein ®Iü(f mad^e, — tocnn er eg anbete mad^e, 

— fein Unglücf auf immer entfd^eibe. — 6^ befd^iüor mid^ — 
§ören mu^t' id^ bieg affe§. 3lber id^ blidfte nid^t um ; id^ toottte 
tl^un, aU ob id^ eS nid^t l^örte — SBa« fonnt' id^ fonft? — 

5 SKeinen guten ©ngel bitten, mid^ mit S^aubl^eit ju fd^Iagen, unb 
toann aud^, toann and) auf immer ! — 35ag bat id^ ; baS toar 
ba« einzige, toa« id^ beten lonnte. — ßnblid^ toarb e« ^txt, mid^ 
tüieber ju erl^eben. 35ag l^eilige 2lmt ging ju ®nbe. 3^ ji** 
terte, mid^ umjufel^ren. 3^ gitterte, il^n ju erblidfen, ber ftd^ 
lo ben g^reöel erlauben bürfen. Unb ba id^ mid^ umtoanbte, ba id^ 
i^n erblidfte — 
6:(aitbia« 2Ben, meine 2^od^ter? 

(Smilia, 3laten ©ie, meine SWutter, raten Sie. — 3d^ 
glaubte, in bie @rbe ju ftnien. — '^l^n felbft. 
15 C^Ianbia. 2Ben i^n felbft? 
iSmilia. 35en 5ßrinjen. 

Clanbla. SJen 5ßrinjen ! — D, gefegnet fei bie Ungebulb 
beineg SSater«, ber eben ^ier toar unb bid^ nid^t ertoarten 
lüottte! 
ao @mUia. SWein SSater ^ier? — unb toottte mid^ nid^t er« 
lüarten ? 

eiattbio. SEBenn bu in beiner SSertoirrung an^ i^n ba« 
^ätteft l^ören laffen! 
^milia. SRun, meine SKutter? — SBSa« l^ätt' er an mir 
25 ©traf bare« finben f önnen ? 

6:iaubia* !Rid^t« ; ebenfoti)enig al« an mir. IXnb bod^, bod^ 

— §a, bu lenneft beinen SSater nid^t ! "^n feinem 3ome ^ätt' 
er ben unf d^ulbigen ©egenftanb be« SSerbred^en« mit bem 
SSerbred^er bertoed^felt. 3*^ feiner SBut l^ätt' id^ il^m ge« 

30 fc^ienen, ba« beranla^t ju l^aben, toa« id^ toeber berl^inbem, 
nod^ öorl^erfe^en lönnen. — 2lber Leiter, meine 2^od^ter; 
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toeiter ! 311« bu ben ?Prinjen etfannteft — ^d^ toxU l^offen, ba^ 
bu beiner mäd^tig genu^ toareft, il^m in einem Slide alle bie 
SSerad^tung ju bejeigen, bie er öerbienet. 

^milia. SJa« toar id^ nid^t, meine SWutter! 3lad) bem 
SlidEe, mit bem id^ i^n erfannte, l^att* id^ nidj^t ba« ^erj, einen 5 
jtoeiten auf i^n ju rid^ten. ^ä) flol^ — 

eianbia* Unb ber 5ßrinj bir nad^ — 

(Smilia* 2Bad id^ nid^t tvu^te^ bid id^ in ber ^aUt mxdf Bei 
ber §anb ergriffen füllte. Unb öon il^m ! 9lu« ©d^am mu^t' 
id^ ftanbl^alten : mid^ Don il^m logjutüinbcn, toürbe bie SSorbeis 10 
ge^enben ju aufmerifam auf un« gemadj^t l^aben. 35a« toar bie 
einjige Überlegung, beren id^ fällig toar — ober beren id^ nun 
mid^ lüieber erinnere. @r fjjrad^ ; unb id^ l^ab' il^m geantwortet. 
SCber loa« er fjjrad^, toa« id^ il^m geantwortet, — fällt mir e« 
nod^ bei, fo ift e« gut, fo toitt id^ e« 3^"^^ f ^^Ö^^^/ ^^^^^ SJlutter. 15 
3e|t toei^ id^ Don bem aUtn nid^jt«. 3Keine ©inne Ratten mid^ 
öerlaffen. — Umfonft ben!' id^ nad^, toie id^ öon il^m toeg unb 
au« ber §atte gefommen. 3d^ finbe mid^ erft auf ber ©tra^e toie* 
ber ; unb l^öre il^n l^inter mir l^erfommen ; unb l^öre il^n mit mir jus 
gleid^ in ba« §au« treten, mit mir bie 2:rej)pe l^tnauf fteigen 20 

6:iattbta. ®ie gurd^t l^at il^ren befonbem ©inn, meine 2^od^* 
ter! — 3^ toerbe e« nie tjergeffen, mit toeld^er Oebärbe bu 
l^ereinftürjteft. — 5lein, fo toeit burfte er nid^t toagen, bir ju 
folgen. — ©ott ! ®olt ! toenn bein SSater ba« M^te ! — 
SBSie lüilb er fd^on toar, al« er nur l^örte, ba^ ber $rinj bid^ 25 
jüngft nidS>t ol^ne SWi^fatten gefeiten ! — 3nbe«, fei rul^ig, meine 
S^oc^ter ! 3flimm e« für einen S^raum, loa« bir begegnet ift. 
3lud^ toirb e« nod^ toeniger folgen l^aben al« ein 2^raum. 35u 
entgel^eft l^eute mit ein« allen 5iac^fteIIungen. 

(Smilia« 2lber, nid^t, meine 5ötutter ? 33et ®raf mufe ba« 30 
toiffen. ^f)m mu^ id^ e« fagen. 
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atattbia. Um atte SEBelt nic^t ! — SEBoju ? tüarum ? aOSiffft 
bu für nid^t« unb toieber für nic^tg tl^n unrul^ig mad^en ? Unb 
tüann er e« and) i^t nid^t toürbe : n)iff e, mein Rinb, ba^ ein 
®ift, ttjeld^eg nid^t gleid^ toirfet, barum lein minber gefäi^rlid^eg 

5 ®ift ift. 2Ba3 auf ben ßiebl^aber feinen ©inbrudE mad^t, fann 
i^n auf ben ®ema^I mad^en. 2)en ßiebl^aber fönnt' e^ fogar 
fd^meidj^eln, einem fo toid^tigen SWitbetoerber ben SRang ahiu^ 
laufen. Slber toenn er il^m ben nun einmal abgelaufen ^at : 
ai) ! mein fiinb, — fo toirb au3 bem Sieb^aber oft ein ganj 

10 anbereg ©efd^öjjf. 35ein quU^ ®eftim bel^üte bid^ öor biefer 
Srfal^rung. 

ümilia, Sie tt)iffen, meine SKutter, toie gern id^ ^f)xtn befs 
fem ©injid^ten mid^ in attem unterwerfe. — Slber toenn er eS 
öon einem anbem erfül^re, ba^ ber 5ßrinj mid^ l^eute ge« 

15 f})rod^en ? SQBürbe mein SSerf d^toeigen nid^t, frül^ ober fjjät, 
feine Unrul^e öerme^ren ? — S^ badete bod^, id^ bel^ielte lieber 
öor i^m nid^tS auf bem §erjen. 

atattbio. ®d^toadS>l^eit ! Verliebte ©d^toad^l^eit ! — 9lein, 
burd^aud nid^t^ meine S^od^ter ! @ag* i^m nid^td. Sa^ il^n nid^td 

ao merlen ! 

etttilia. 5iun ia, meine SWutter ! 3^ ^«^^ imtn SQSitten 
gegen ben S^^fl^^« — 3ll^a ! (^tt einem tiefen atemauge.) 3ludS> 
toirb mir toieber ganj leidet. — SOBa« für ein albemeS, furd^ts 
fame« 35ing id^ bin! — 5iid^t, meine SWutter? — ^d) l^ätte 

25 mid^ nod^ loo^I anber« babei nel^men fönnen unb tt)ürbe mir 
ebenfotoenig hergeben l^aben. 

(Slattbia. 3d^ toollte bir ba« nid^t fagen, meine 2^od^ter, 
bebor bir e« bein eigner gefunber SSerftanb fagte. Unb id^ 
tou^te, er toürbe bir eS fagen, fobalb bu (pieber ju bir felbft 

30 gefommen. — 35er 5ßrinj ift galant. 35u bift bie unbebeutenbe 
©Jjrad^e ber ©alanterie ju toenig getool^nt. ©ine §öflid^leit 
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tüirb in il^r jur ßmjjfinbung, eine ©d^meid^elei jur Seteutung, 
ein ©infatt ium SBunfd^e, ein SBunfd^ jum SSotfa^e. 9ltci^tg 
flingt in bief er Sjjrad^e tüie atte§, unb alle« ift in il^r fo öiel 
ate nid^tg. 

@titilia. D meine SWuttet ! — fo mü^te xä) mir mit meiner 
^urd^t tjottenbä läd^erlid^ öorlommen ! — 9iun fott er getoi^ 
nid^t« baöon erfal^ren, mein guter 3lj)J)iani ! @r fönnte mic^ 
leidet für mel^r eitel aU tugenbl^aft galten. — §ui ! ba^ er ba 
felbft lömmt! ©3 ift fein ©ang. 



Siebenter Jtuftritt» 

®raf %ppxanx. ®ic JBorigen. 

9^)liatti (tritt tiefftnnig, mit oor fid^ ^ingefd^Iagenen SCugen l^erein unb lo 
lömmt nä^er, oJ^ne flc ju erblitfcn, bis (Smilia i^m cntgegenfprinßt). 211^, meine 

2^euerfte ! — 3^ ^^^ ^^^ ®i^ i" ^^^ SSorjimmer nid^t ber« 
mutenb. 

i&milxa, gd^ n)ünfd^te ©ie l^eiter, §err ®raf, aud^ too ©ie 
mid^ nid^t vermuten. — ©o f eierlid^ ? fo emftl^aft ? — 3ft bie« 15 
fer 2:ag feiner freubigem 3luf Gattung n)ert? 

»tititani« @r ift mel^r tt)ert al3 mein ganje« Seben. Slber 
fd^toanger mit fo biel (Slüdff eKgfeit für mid^, — mag e8 tool^I 
biefe OlüdEfeligleit felbft fein, bie mid^ fo emft, bie mid^, n)ie 
©ie eS nennen, mein g'räulein, fo feierlid^ mad^t. — onbem er 20 
bie sRutter erbiidt.) §a ! au^ ©ie l^ier, meine gnäbige g'rau ! 
— nun balb mir mit einem innigem 9lamen ju öerel^renbe ! 

C^Iaubia« ®er mein größter ©tolj fein toirb ! — 2Bie 
glüdflid^ bift bu, meine ®milia! — SSarum l^at bein SSater 
unfere ©ntjüdfung nid^t teilen toollen? 25 
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^tfimd. ®ben l^abe icS) m\d) an^ feinen Slmten geriffen, 
— ober öielmel^r er fid^ au« meinen. — SBeld^ ein SWann, meine 
Smilia, 3^^ SSater ! 35ag SWufter atter männlid^en S^ugenb ! 
3u toag für ©efinnungen erl^ebt fid^ meine ©eele in feiner 
5 ©eöentoart ! SRie ift mein ©ntfd^Iu^, immer gut, immer ebel 
ju fein, lebenbiger, aU toenn xi) il^n f e^e, — toenn id^ il^n mir 
beule. Hub toomit fonft, afö mit ber SrfüHung biefe« Snt« 
fdS^Iuffe« lann id^ mid^ ber ®^re tt)tirbig mad^en, fein So^n ju 
l^ei^en, — ber S^^ge ju fein, meine ©milia ? 
10 (StitUia« IXnb er tDoKte mid^ nid^t ertoarten! 

9ippiauU 3^ urteile, toeil i^n feine Smilia für biefen 
augenbliilid^en Sefud^ ju fel^r erfd^üttert, ju fe^r fid^ feiner 
ganjen ©eele bemäd^tigt l^ätte. 

dlmhia, @r glaubte bid^ mit beinem 93rautfd^mudEe befd^äf^s 
15 tiget ju finben, unb l^örte — 

9ipptanl 2Ba8 id^ mit ber järtlid^ften Setounberung toieber 
öon il^m gel^ört l^abe. — ©o red^t, meine (Smilia ! 3^ toerbe 
eine fromme ^au an ^'f)ntti l^aben unb bie nid^t ftol^ auf i^re 
fjrömmigfeit ift. 
ao QXauhia, 3lber, meine Äinber, eine« t^un unb ba« anbere 
nid^t laffen ! — SRun ift e« ^o^e 3^^ ; nun mad^', Smilia ! 

9ippiani. SQBa«? meine gnäbige ^rau. 

QXanhla, ©ie tooHen fie bod^ nid^t fo, §err ®raf, fo tote fte 
ba ift, jum ailtare fül^ren? 
25 9ippiml aOBal^rlid^, ba« toerb' id^ nun erft getoal^r. — SBer 
fann ©ie fe^en, ßmilia, unb aixd^ auf Sl^ren 5Pu^ ad^ten ? — 
Unb toarum nid^t fo, fo toie fie ba ift? 

dmilia, Stein, mein lieber ©raf, nid^t fo, nid^t ganj fo. 

Slber aud^ nid^t öiel Jjräd^tiger, nidj^t öiel. — §ufd^, l^ufd^, unb 

30 id^ bin fertig ! — SRid^t«, gar nid^t« öon bem Oefd^meibe, bem 

legten ®ef d^enle 3^^^^^ öerf d^toenberif d^en ®rof;mut ! Slid^t«, 
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flar nid^tö, toa« jtd^ nur ju fold^em ©efd^meibe fd^iüe ! — 
3(i& fönnte i^m gram fein, biefem Oefd^meibe, toenn ed nid^t öon 
S^nen toäre. — 'S)^nn breimal i)at mir öon i^m geträumet — 

(Slattbia. 9lun? Dai>on toei^ id^ ja nid^t«. 

entilta. 9lld ob id^ ed trüge, unb aU o6 )}lö$Iid^ ftd^ jeber 5 
©tein begfelben in eine 5ßerle tjertoanbele. — 5ßerlen aber, 
meine SWutter, 5ßerlen bebeuten 2^^ranen. 

aiaitbia« fiinb ! ®ie Sebeutung ift träumerifd^er aU ber 
2;raum. — SQBareft bu nid^t Don je^er eine größere Siebl^aberin 
öon ^Perlen afe tjon Steinen ? — ic 

ötttilia. ^eilid^, meine 3Kutter, freilid^ — 

9ippiam (nad^bcnfenb unb f^wcrrnfttig). Sebeuten 2^l^ränen ! — 
bebeuten 2:^ränen! 

dtmitia. 2Bie? "^^^ntn fättt ba« auf? S^nen? 

9ippiaiü, 3« h)ol^l ; id^ f ollte midS> fd^ämen. — 2lber 15 
toenn bie Sinbilbunggfraft einmal ju traurigen Silbern ge« 
ftimmt ift — 

ewitia. SBSarum ift fte ba« aud^ ? — Unb toaS meinen Sie, 
bag id^ mir auggebadj^t f)aU ? — SEBag trug id^, tüie fa^ id^ aug, 
«I^ id^ Sinnen juerft gefiel ? — SBiffen Sie eg nod^ ? 20 

9|i|iiattu Db id^ eS nod^ tt)ei^ ? 3d^ f el^e Sie in ©ebanlen 
nie anberg afe fo, unb fe^e Sie fo, aud^ toenn xd) Sie nid^t 
fo fel^e. 

©tttilia. 2lIfo ein Äleib öon ber nämlid^en garbe, öon bem 
ndmlidS^en Sd^nitte ; fliegenb unb frei — 25 

9ippianl SSortrefflid^ ! 

ewilia. Unb baS §aar — 

9ippxanu 3n feinem eignen braunen ®Ianje ; in SodEen, toie 
fte bie Statur fd^lug — 

@mtUa. 35ie 3lofe barin nid^t ju öergeffen ! Siedet ! red^t! 30 
— ®ine fleine ®ebulb, unb id^ fte^e fo öor 3^"^ ^^ ^ 
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Jtdjter Jtuftritt. 

@raf ^))))ianu (Slaubia ©alotti. 
K^tliatti (inbem er i^r mit einer niebergefd^Iagenen SRiene nad^fiel^t). 

5ßerlcn bebeuten 2:i^ränen ! — ®ine fleine ©ebulb ? — ga, 
toenn bie 3^it nur au^er un^ tüäre ! — SEBcnn eine 3Kinute am 
Seiger fid^ in un« nid^t in "^aS^xz auSbel^nen fönnte ! — 
5 aiattbia. ßmilienS Seobad^tung, §err ®raf, toar fo fd^nett 
afö rid^tifl. ©ie finb l^eut* crnfter aU getoö^nlid^, 9lur nod^ 
einen Sd^ritt öon bem Siele S^^er SQSünfd^e, — fottt' e« ©ie 
reuen, §err ®raf, ba^ e« ba« S^el S^^er SBünfc^e getoefen? 
«»»Iiiaiii. 311^, meine SWutter, unb ©ie lönnen ba« tjon 
lo S^^^^em ©ol^ne argtool^nen ? — 3lber eS ift toaf)x, id) bin l^eut' 
ungetüöl^nKd^ trübe unb finfter. — 9lur fe^en ©ie, gnäbige 
^au : — nod^ einen ©d^ritt öom 3iele, ober nod^ gar nid^t 
ausgelaufen fein, ift im ©runbe eines. — Sitte« toaS id^ fel^e, 
atteS toaS id^ l^öre, atteS toaS id^ träume, Jjrebiget mir feit 
15'geftemunb el^egeftem biefe SQBal^rl^eit. 3)iefer eine ©ebanfe 
fettet fid^ an jeben anbem, ben id^ l^aben mu^ unb l^aben toill. 
— SEBa« ift ba«? 3d^ öerfte^' e« nid^t. — 
(Slaubia. ©ie mad^en mid^ unrul^ig, §err ®raf — 
fl|>|>iaiti. ®ineS fömmt bann jum anbern ! — 3d^ bin ärger» 
20 lid^, ärgerlid^ über meine greunbe, über mid^ felbft — 
aiaubia. SQSiefo? 

9ippxanl 3Keine gteunbe Verlangen fd^Ied^terbing«, ba^ 
id^ bem ^rinjen Don meiner §eirat ein SQBort fagen fott, el^e id^ 
fie öoffjiel^e. ©ie geben mir ju, id^ fei eS nid^t f d^ulbig, aber 
25 bie Sld^tung gegen il^n toott' eS nid^t anberS. — Unb id^ bin 
fd^tüad^ genug gctoefen, eS il^nen ju öerfjjred^en. ®ben toottt' 
id^ nod^ bei il^m öorfal^ren. 
(Slattbia (ftu»i0). Sei bem 5ßrinjen? 
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neunter 2tuftrttt. 

$trro, qleiäi barauf ÜTlarinelli unb bte SJortgen. 

¥öT^o- ©näbige 3=rau, ber SKard^efe SKarinetti l^ält öor 
bem ipaufe unb erfunbigct fid^ nad^ bem §errn ©rafen. 
%ppianu 3lad) mir? 

$irro. §ter ift er fd^On. (öffnet i^m btc XP« unb geilet ab.) 

a^arinetti. ^^ i^^' ^^ aSerjeil^ung, gnäbige ^^rau. — 5 
9Retn §err ®raf, td^ toar bor ^l}xtm §aufe unb erful^r, ba^ id^ 
©ie l^ier treffen toürbe. gd^ l^ab* ein bringenbcg ©efd^äft an 
(Sie — ©näbige grau, id^ bitte nod^mal^ um Serjeil^ung ; eS 
ift in einigen 9Ilinuten gefd^el^en. 

(Sloitbia. 3)ie id^ nidj^t berjögem toitt. (9»a<*t ii^m eine »er. lo 

Beugung unb gel^t ob.) 



^eljnter Jtuftrttt. 

SWarincIIi. «ppiani. 

fippianl 3lvLn, mein iperr? 

aRartnetti. 3d^ fomme bon be^ ^rinjen 2)urd^Iaud^t. 

^Pt^iüul SEBa« ift ju feinem SSefe^Ie? 

3RarineUi. g^ '^i" f^^^i/ '^^^ Überbringer einer fo bor« 15 
jüglid^en ®nabe ju fein. — Unb to^nn ®raf 3lJ)j)iani nic^t 
mit ©etoalt einen feiner ergebenften ^reunbe in mir ber« 
fennen toitt 

9ipp\anl Dl^ne Weitere SSorrebe, toenn id^ bitten barf. 

^axintUu ^nd) ba« ! — 35er ^rinj mujj fogleid^ an ben 20 
^erjog bon SWaffa, in Slngelegcn^eit feiner SSermäl^Iung mit- 
beffen 5ßrinjeffin 2;od^ter, einen SeüoIImäc^tigten fenben. 6r 
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toax lange unfd^Iüfjtg^ tum er baju ernennen foKte. @nbltd^ 
ift feine SOBal^I, iperr ©raf, auf ©ie gefallen. 

9ippianu 3(uf mid^? 

9Raritteat. Unb ba« — toenn bie t?t:eunbfci^aft rul^mrebig 
5 fein barf — nid^t ol^ne mein ßutl^un. — 

^pianu SBal^rlid^, ©ie fe|en mid^ toegen eines 35anfed 
in SSerlegenl^eit. — 3^ ^^^"^^ \^^^ längft nid^t mel^r erwartet, 
ba^ ber ^ßrinj mid^ ju braud^en gerul^en toerbe. — 

aRarinetti. ^^ bin öerfid^ert, ba^ eS il^m blo^ an einer 

10 tüürbigen ©elegenl^eit gemangelt l^at. Unb toenn auc^ biefe fo 

eine« 3Kanne«, toie ©raf 2lJ)^)iani, nod^ nid^t tüürbig genug fein 

fottte: fo ift freilid^ meine greunbfd^aft ju öoreilig getoefen. 

9ippxanu g=reunbfdS>aft unb greunbfd^aft um ba§ britte SOBort ! 
— SWit toem reb' id^ benn ? 35e« SWard^efe SWarinetti greunb* 
15 fd^aft l^ätt* id^ mir nie träumen laffen» — 

3Raritietti. gd^ erfenne mein Unred^t, §err ©raf, — mein 
unberjei^lid^eS Unred^t, ba^ xd) ol^ne ^f)v^ ®rlaubnig 3^^ 
greunb fein lüoffen. — Sei bem atten, toa« tl^ut ba« ? 35ie 
©nabe be8 ^rinjen, bie 3^nen angetragene (Sl^re bleiben, toa« 
20 fie fmb, unb id^ jtoeifle nidj^t, ©ie toerben fie mit Segierb' er» 
greifen. 

^piani (na<* einiger Überlegung). 3lIIerbing§. 

SWarittetti. 5lun, fo fommen ©ie. 
9ippianl SBol^in? 
25 aRarinetti. 5Jad^ 35ofaIo, ju bem ^prinjen. — 6« liegt fd^on 
atte« fertig, unb ©ie muffen nod^ l^eut' abreifen. 
^ppianl 2Bag fagen ©ie? — 9lod^ l^eute? 
aRorinettl. Sieber nod^ in biefer nämlid^en ©tunbe aH in 
ber folgenben. 2)ie ©ad^e ift bon ber äu^erften (giP. 
30 ^ppianU ^n SBa^r^eit ? — ©o t^ut e« mir leib, ba^ id^ 
bie g^re, tpelc^e mir ber ^ßrinj jugebad^t, herbitten mu^. 
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a^aristeni. 3Bte? 

9ipp\anu gd^ fann l^eute nid^t abreifen ; — ani) morgen 
mi)t ; — and) übermorgen nod^ nid^t. — 

aRartnetti. ©ie fd^erjen, §err ©raf. 

9ippiam. 2Rit S^nen? 5 

aRorittem. Unöergleid^lid^ ! SQSenn ber ©d^erj ben ?Prinjen 
gilt, fo ift er um fo biel luftiger. — ©te f önnen nid^t ? 

9ippiani. 3lün, mein §err, nein. — Unb id^ l^offe, ba^ 
ber ^Prinj felbft meine (gntfd^ulbigung n)irb gelten laffen. 

WlatiniUl 35ie bin id^ begierig ju l^ören. lo 

fippianu D, eine Äleinigfeit ! — Selben ©ie, id^ fott nod^ 
Iftid^ eine ^au nel^men. 

aWoritteßu 9lun? unb bann? 

^pianu Unb bann ? — unb bann ? — ^^x^ grage ift aud^ 
öerjtoeifett naiö. 15 

aWarineßu 9Wan ^at ©jemjjel, §err ®raf, ba^ ftd^ §od^s 
Jetten auffd^ieben laffen. — ^d^ glaube freilid^ nid^t, ba^ ber 
9raut ober bem 33räutigam immer bamit gebient ift. 3!)ie 
©ad^e mag il^r Unangenehme« l^aben. Slber bod^, bäd^t' id^, 
ber 33efel^l be« iperrn — ao 

^ppianu ajer Sef el^l be« §erm ? — be« §erm ? ©in §err, 
ben man fid^ felber toäl^lt, ift unfer §err fo eigenttid^ nid^t — 
3^ gebe ju, ba^ ©ie bem ^ßrinjen unbebingtem Oel^orfam 
fd^ulbig toären. 2lber nid^t id^. — ^d) lam an feinen §of 
ate ein greitoiffiger. gc^ toollte bie ßl^re l^aben, il^m ju bie« 25 
nen, aber nid^t fein ©flaöe ju lüerben. 3^ ^^^ '^^^ SSafaH 
eine« großem igerm — 

3Rariitettl» (Srö^er ober Heiner: §err ift $err. 

9ippxanu 35a^ id^ mit ginnen barüber ftritte ! — ®enug, 
fagen ©ie bem 5ßrinjen, toa« ©ie gel^ört ^aben : — ba^ eS 30 
mir leib t^ut, feine ©nabe nid^t annel^men ju lönnen; toeil 
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id^ eben l^eut' eine SSerbinbung öottjöge, bie mein ganje^ ®Iti* 
au^mad^e. 

^atiutUu SBoKen @ie il^m nid^t jugleid^ tuiffen laffen, 
mit toem? 
5 9ippianu ^it (Smilia ®alotti. 

^atintUl ®er %o6)ttx au« biefem $aufe? 

^piard. 9lu« biefem iQ^^f^* 

SRarineHi. §m! ^m! 

«Witttti- 2Ba« beliebt? 
10 ffftaxintUl gd^ follte meinen, ba^ e§ fonad^ um fo lüeniger 
©d^toierigfeit l^aben fönne, bie ßetemonie bi« ju 3^^^^ 3^* 
rüdEIunft au§jufe|en. 

fipptanl 35ie ßeremonie? SRur bie ßetemonie? 

9Raritteat. 35ie guten ßltem toerben e« fo genau nid^t 
15 nel^men^ 

9ippia^. 35ie guten ®Item? 

mamtUl llnb ßmilia bleibt S^nen ja too^I getoi^. 

9ippianu ga too^I getoi^ ? — ©ie finb mit ^l^rem 3a 
too^I — ja tool^I ein ganjer 2lffe ! 
ao matintUu SRir ba«, ®raf ? 

9ippiaid. aSarum nid^t? 

SRarineHi. §immel unb §ötte ! — SBir toerben un§ fjjred^en. 

«»i^tatti. «ßal^ ! iQämif d^ ift ber Slffe ; aber — 

fUtatintUl %oi unb SSerbammni«! — ®raf, \d) foberc 
a5 ©enugtl^uung. 

^ppianl 3)a« t)erfte^t ftd^. 

SRarinelli« Unb toürbe fie gleid^ je^t nel^men; — nur 

ba^ id^ bem järtlid^en 93räutigam ben l^eutigen Xa^ nid^t 

öerberben mag. 

30 ^pianl ©utJ^erjige« 35ing! 9iid^t bod^! 9iid^t bod^! 

Onbem er i^n bei ber Qanh ergreift.) 9lad^ 3Raf\a freiUd^ mag id^ mid^ 
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l^eute nid^t fd^icfen laffen; aber ju einem ©Jjajiergange mit 
Sinnen f)aV id^ geit übrig. — kommen ©ie^ lommen ©ie ! 

TlatintUi (ber fid^ loSrctBt unb abgebt). 5Rur ©ebulb, ©taf, ItUt 

®ebulb! 
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%pp\an\. Slaubta ©alotti. 

^pianu ®el^, giid^t^tDürbiger ! — §a ! ba« l^at gut ges 5 
tl^an* üKein S3Iut ift in SBaHung gefommen. gd^ fül^Ie mid^ 
anber« unb beffer. 

aiaitbia (erngfi unb beforgt). (5)ott l §err ®raf — gd^ l^ab' 
einen l^eftigen SD3orth)ed^feI gel^ört. — gl^r ©eftd^t glül^et. 
SBa« ift borgefallen? 10 

9ippxanu 3l\d)i^, gnäbige grau, gar nid^t«. 3)er Äammers 
^err SKarineHi ^at mir einen großen 3)ienft erliefen, ®r 
^at mid^ beS ©ange^ jum 5ßrinjen überl^oben. 

akitbio. 3n ber SC^at? 

^M't'ifttti* Sffiir fönnen mm um fo bicl frül^er abfal^ren* 15 
3^ gel^e, meine Seute ju treiben, unb bin fogleid^ toieber 
l^ier, ®milia toirb inbe^ and) fertig. 

aiaubia* Äann id^ ganj rul^ig fein, iperr ©raf ? 

flppianu ©an) ru^ig, gnäbige grau. (@ie ge^t herein unb 

er fort) 20 



2)le @cene : ein ©orfaal auf bcm i!uflfci^rofff be « ^tinaeiu 
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©er gJrina. aRartneUt. 

anoYittelli* Umfonft; er fd^Iug bic angetragene ®l^"re mit 
ber größten SBerad^tung an^. 

^er^P'^tta* Unb fo bleibt ed babei? ©o gel^t e« bor 
fid^? ©0 toirb ßmilia nod^ l^eute bie ©einige? 
5 SRarineni* SlHem Slnfel^en nad^. 

^er$ritt$* 3(1^ berfjjrad^ mir bon S^^^^t ßinfalle fo 

biel ! — SD3er toei^, toie albern ©ie jid^ babei genommen. — 

SDSenn ber ?fiat eine« 2^1^oren einmal gut ift, fo mu^ il^n ein 

gefd^eiter 3Kann augfü^ren. 3)a« l^ätt' id^ bebenfen foHen. 

10 SRantteKi* ^a finb' id^ mid^ fd^ön belol^nt! 

^er Britta. Unb toofür belohnt? 

SRariitelli 3)aft id^ nod^ mein Seben barüber in bie ©d^anje 
fd^Iagen toollte, — 2lfe id^ fal^e, ba^ toeber ©ruft nod^ ©})ott 
ben ©rafen betoegen lonnte, feine Siebe ber ßl^re nad^ju* 
15 fe^en, öerfud^t' id^ e«, il^n in §amifd^ ju jagen, gd^ fagte 
il^m 3!)inge, über bie er fid^ berga^. 6r ftie^ Seleibigungen 
gegen mid^ au«, unb id^ forberte ©enugt^uung — unb for« 
berte fie gleid^ auf ber ©teile. — ^d^ badete fo : enttoeber 
er mid^^ ober id^ il^n. 34 ^^* \^ ifi ^^^ S^I^ i^H un\tx. 
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Dbet er mid^ : nun, toenn aud^ ; fo mu^ er fliel^en, unb ber 
5Prinj gewinnt tDcnigfteng Seit. 

^er^rttt§. 3)a« l^ätten ©ie getl^an, 3KartneIIi? 

^atxntUu §a ! man foHt' e« borauS toiffen, toenn man 
fo tl^örid^t bereit ift, ftd^ für bie Oro^en aufjuojjfern — 5 
man foW e« boraug toiffen, toie erlenntlid^ fie fein toür« 
ben — 

^cr Britta» Unb ber ®raf? — ®r fielet in bem 9lufe, 
fid^ fo zttoa^ nid^t jh)eimal fagen ju laffen. 

äRarineni. 3iad^bem e« fällt, ol^ne S^^if^^- — 2Ber lann 10 
eg i^m berbenfen? — ®r berfe^te, ba^ er auf l^eute bod^ 
nod^ ettoa« SDSid^tigerg ju t^un l^abe, aU fid^ mit mir ben 
§alg ju bred^en. Unb fo befd^ieb er mid^ auf bie erften 
ad^t 2^age nad^ ber §od^jeit. 

^cr Britta. gjJit ©milia ©alotti! SDer ©ebanle mad^t 15 
mid^ rafenb ! — 3)arauf liefen ©ie e« gut fein unb gingen - 
— unb lommen unb pxa^Un, ba^ ©ie ^^x 2tUn für mid^ 
in^ bie ©d^an3e gef dalagen, fid^ mir aufgeojjfert — 

fEftatintUl SBag toollen ©ie aber, gnäbiger §err, ba« id^ 
toeiter l^ätte t^un fotten? 20 

^cr^ti«§. SBeiter tl^un? — 211« ob er ettoa« getl^an 
^ätte ! 

aWartnetti. Unb laffen ©ie bod^ ^ören, gnäbiger §err, 
toag ©ie für fid^ felbft getl^an l^aben. — ©ie toaren fo glüdfs 
Hd^, fte nod^ in ber Äird^e ju fj)red^en. SBa« \)aUn Bit 25 
mit il^r abgerebet? 

^cr^nttj (^ö^nifd^). gfleugierbe jur ©enüge! — bie id^ nur 
befriebigen mu^. — D, eg ging atte« nad^ SBunfd^. — ©ie 
braud^en fid^ nid^t toeiter ju bemül^en, mein aHjubienftferti* 
ger greunb ! — ©ie !am meinem Verlangen mel^r aU ^aU 30 
beg SDSege« entgegen. 3^ "f)^^^ P^ "w^ 0^^^ mitnel^men 
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bürfen. (stait unb befe^unb.) 3lvLn toxffett ©ie, h)ad ©ie toiffett 
tooffen, — unb lönnen gc^n ! 

aKatincöi. Unb fönnen ge^n ! — "^a, ja; ba« ift bag 
ßnbe bom Siebe! unb h)ürb' eg fein, gefegt aud^, id^ tooHte 
5 nod) bag Unmöglid^e berfud^en. — 3!)ag Unmöglid^e, fag' 
id^? — @o unmöglid^ toär* eg nun tool^I nid^t, aber fü^n ! 
— SBenn toir bie Sraut in' unferer Oetoalt Ratten, fo ftünb' 
id^ bafür, ba^ au^ ber ipod^jeit nid^tg toerben foHte. 
^er ^tin^. 6i ! tüofür ber 3Kann nid^t aUeg ftel^en toiH ! 
10 giun bürft* id^ il^m nur nod^ ein Kommanbo t>on meiner Seib* 
toad^e geben, unb er legte fxd^ an ber Sanbftra^e bamit in 
^inter^alt unb fiele felbft funfjiger einen S3?agen an unb ri^ 
ein SDläbd^en ^erauS, bag er im S^riumjj^e mir jubräd^te. 
WlatintUu ®g ift e^er ein 5Wäbd^en mit (Setoalt entführt 
15 toorben, ol^ne ba^ e« einer getüaltfamen ©ntfül^rung äl^nlid^ 
gefe^en. 

^er ^tiitj. SBenn ©ie ba^ ju mad^en toü^ten, fo tDürben 
©ie nid^t erft lange baöon fd^toa^en. 
aWarineKi- 3lber für ben Slu^gang mü^te man nid^t fte^en 
ao foHen. — @g fönnten fxd^ Unglüdf^fäUe babei ereignen — 
^er^^wä« Wnt> ^^ ift "^^i"^ Slrt, ba^ td^ Seute 3)inge 
beranttoorten laffe, toofür fie nid^t fönnen ! 

aWarineni. 2llfo, gnäbiger §err — man i&ört »on weitem 
einen ©d^ufe.) §a ! toaS toar bag ? — §ört' id^ red^t ? — §örten 
25 ©ie nid^t and), gnäbiger iperr, einen ©d^u^ fallen? — Unb 
ba nod^ einen! 
^er «prittä. 2ßag ift bag ? m^ giebt»g ? 
aWarinctti. 2Bag meinen ©ie h)o^l? — 3Bie, toann id^ 
tl^ätiger toäre, afe ©ie glauben? 
30 ^er ^riitj. 2^^ätiger ? — ©o fagen ©ie bod^ — 
aWttrtitem. Äurj: toobon id^ gefjjrod^en, gefd^ie^t. 
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aWatittetti» 3tur öergeffen ©ie nid^t, ^prinj, toeffen Sie 
mid^ eben berftd^ert. — 3^ ^«be nod^malS S^^ 2Bort 

^cr ^nttä* Slber bie Slnftalten finb bod^ fo — 

aWattnetti. Slfö fie nur immer fein lönnen ! — 2)ie 2lugs 5 
fü^rung ift Seuten anvertrauet, auf bie id^ mid^ öerlaffen lann. 
3)er aOäeg ge^t l^art an ber ^Ian!e beg 2:iergarteng Vorbei. 
3)a toirb ein 2:eil ben SBagen angefallen l^aben, gleid^fam 
um il^n ju jplünbem. Unb ein anberer 2^eil, toobei einer Von 
meinen Sebienten ift, toirb aug bem 3:iergarten geftürjt fein, 10 
ben SlngefaHenen gleid^fam jur §ilfe. Sä^renb beg §anbs 
gemengeg, in baö beibe Steile jum ©d^ein geraten, fott mein 
Sebienter ßmilien ergreifen, aU ob er fie retten tooHe, unb 
burd^ ben 2^iergarten in ba§ ©d^Io^ bringen. — ©0 ift bie 
3lbrebe. — SBag fagen ®ie nun, $rinj ? 15 

^tt ^ntt§» ©ie übenafd^en mid^ auf eine fonberbare Slrt. 
— Unb eine Sangigfeit überfällt mid^ — (SRarincUi tritt an bas 
gcnftcr.) 2Bomad^ fe^en ©ie? 

aWarinctti. ^a^inaug mu^ e§ fein ! — Siedet ! — unb eine 
3Kagfe fömmt bereite um bie ^lanle gef^3rengt ; — o^ne 20 
Stoeifel, mir ben ßrfolg ^u berid^ten. — entfernen ©ie fid^, 
gnäbiger ^txx. 

^er^rinj. 21^, aKarinetti — 

«Warinetti. SRun? SRid^t toa^r, nun ^ab' ici) ju Viel ge« 
tl^an, unb Vorhin ju toenig? 25 

^ct ^Httj. ^ag nid^t. 3lber id^ fe^e bei affebem nid^t 
ai 

TlaüntUl aibfe^n ? — £ieber affeg mit eing ! — ®e* 
fd^toinb entfernen ©ie fid^. — ^ie SKagfe mu^ ©ie nid^t 

fe^en. (a)cr ^rinj gc^t aB.) 30 
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gtoetter 2tuftntt, 

SR a r t n e U i unb balb barauf % n ß c l o. 
aHarittCtti (ber wteber nad^ bem Senftcr gcl^t). 3)ort fäl^tt bet 2Bas 

gen langfam nad^ ber ©tabt jurüdE. — ©o langfam? Unb 
in jebem ©daläge ein Sebienter ? — ^a« finb ^njeigen, bie 
mir nid^t gef äffen: — ba^ ber ©treid^ too^I nur l^alb ge* 
5 lungen ift ; — ba^ man einen SSertüunbeten gemäd^Iid^ jurütfs 
führet — unb feinen 2:oten. — 2)ie 3Kag!e fteigt ab. — @3 
ift 2lngeIo felbft. 5Der Stottbreifte ! — ßnblid^, l^ier toei^ er 
bie ©d^lid^e. — ®r toinft mir ju. 6r mu^ feiner ©ad^e 
getoi^ fein. — ^a, §err ®raf, ber ©ie nid^t nad^ üKaffa 
10 hofften unb nun nod^ einen Weitem 2Beg muffen ! — 2Ber l^atte 

©ie bie 2lffen f O fennen geleiert ? Onbem er nad^ ber X^Uxt luge^t.) 

3a too^I fxnb fxe l^ämifd^. — ?tun, Slngelo ? 

SlttgClO (ber bie aJlaSle abgenommen). 5ßaffen ©ie auf, §err 

Äammer^err ! 5Wan mu^ fte gleid^ bringen. 
15 aRarinctti. Unb toie lief e« fonft ab^ 

^ngelo. 3d^ benfe ja, red^t gut. 

matmtUl 2Bie fte^t eg mit bem Orafen? 

Slitgelo. 3u bienen ! ©o, f o ! — 3lber er mu^ SBinb 
gehabt ^aben. 2)enn er toar nid^t fo ganj unbereitet. 
20 aKarittcMt. (Sefd^toinb fage mir, toaö bu mir ju fagen 
i)a\i\ — 3ft er tot? 

Stttgclo. ®g tl^ut mir leib um ben guten §erm. 

aWaHttcÄi. 3tun ba, für bein mitleibigeg iperj ! (®ieBt iijm 

einen SBcutel mit ®oIb.) 

25 Slngeb. 3Sottenbg mein braber 9licoIo! ber ba« 33ab mit 
be3a^Ien muffen. 
maxintUu ©o? SSerluft auf beiben ©eiten? 



3. 2luf3ug. 2. 2Juftrtti 47 

^ttgelo* 3^ lönnte toeinen um ben el^rlid^cn jungen ! 

DB mir fein 2^0b fd^On ba§ (inbem er bcn »eutel in ber ^anb wieget) 

um ein SSierteil berbeffert. 3)enn id^ bin fein ßrbe, toeil id^ 
il^n geräd^et l^abe. 2)ag ift fo unfer ®efe$: ein fo guteg, 
mein' id^', afe für 2:reu unb greunbfd^aft je gemad^t toorben. 5 
SJiefer Siicolo, iperr Äammer^err — 

aWormeUi- 5Dlit beinem 5RicoIo ! — 2lber ber ®raf, ber 
®raf — 

«ttgelo- SKI ! ber ®raf l^atte il^n gut gefaxt. 3)afür 
f a^t' id^ aud^ toieber ben ®raf en ! — 6r ftürjte ; unb toenn 10 
er nod^ lebenbig jurüdf in bie Äutfd^e tarn, fo ftel^' id^ bafür, 
ba^ er nid^t lebenbig tüieber ^erau^fömmt. 

aWarittcKi- SBenn ba§ nur getoi^ ift, Slngelo. 

Stttöclu. 3^ ^^^ ^^^^ Runbfd^aft verlieren, toenn e^ 
nid^t geh)i^ ift ! — QaUn ©ie nod^ h)ag ju befehlen ? 3)enn 15 
mein S33eg ift ber toeitefte: toir tooHen ^eute nod^ über bie 
®renje. 

^atintUl @o ge^! 

Slttfieln* 3Benn toieber toag Vorfällt, iperr Rammer^err, 

— ©ie toiffen, h)o id^ ju erfragen bin. SBa^ ftd^ ein anbrer 20 
ju tl^un getrauet, toirb für mid^ aud^ feine §ejerei fein. Unb 
bittiger bin id^ afö jeber anbere. (oei^t ab.) 

aWarmcÄi. ®ut ba§! — Slber bod^ nid^t fo red^t gut. 

— $fui, Slngelo ! fo ein Rnidfer ju fein ! ßinen jtoeiten ©c^u^ 
toäre er ja tool^I nod^ toert getDefen. — Unb tüie er fid^ 25 
bietteid^t nun martern mn^, ber arme ®raf ! — ^fui, Slngelo ! 
2)ag ^ei^t fein §anbh)erf fel^r graufam treiben — unb öer« 
J)fufd^en. — 2lber babon mu^ ber 5ßrinj nod^ nid^tg toiffen. 
®r mu^ erft felbft finben, toie juträglid^ il^m biefer 2:ob ift. 

— 3)iefer SCob! — SBag gab' id^ um bie ®etoi^l^eit ! — 30 
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Dritter 2tuftrttt. 

®er ^ßrlna. aWarineUl. 

^et ¥riit$. 3)ort fömmt ftc bie Slttec l^erauf . ®te eilet 

bor bem Sebienten l^er. 3)ie gurd^t, toie e« fd^einet, be« 

pgelt il^re gü^e. ©te mu^ nod^ nid^t« argtool^nen. ®ie 

glaubt ftd^ nur bor SRäubern ^u retten. — SIber toie lange 

5 lann bag bauem ? 

aWarinetti. ©o l^aben toir fie bod^ furo erfte. 

^cr ^tittj, Unb toirb bie 3Kutter fie nid^t auffud^en? 
SBirb ber ©raf i^r nid^t nad^Iommen? 2BaS ftnb toir alSs 
bann toeiter ? SBie !ann id^ fie i^nen Vorenthalten ? 
lo ^avxntUl Stuf bag alle§ h)ei^ id^ freilid^ nod^ nid^tg ju 
antworten. Slber toir muffen fe^en. ©ebulben ©ie fid^, gnäbiger 
§en. 3)er erfte ©d^ritt mu^te bod^ get^an fein — . 

^er<pritta. SBoju? toenn toir i^n jurüdftl^un muffen. 

TlaxintUl aSielleid^t muffen toir nid^t. — ©a ftnb tau« 
15 fenb 3)inge, auf bie fid^ toeiter fu^en la^t. — Unb bergeffen 
©ie benn ba§ 3Some^mfte? 

•^er^rin^, SßJie !ann id^ bergeffen, tooran id^ fidler nod^ 
nid^t gebadet ^abe? — 2)ag SSome^mfte? toag ift ba«? 

ajlartitcai. 2)ie Äunft, ju gefallen, ju überreben, — bie 
20 einem ^rinjen, toeld^er liebt, nie fehlet. 

^er^rittj. 9lie fel^Iet? Slu^er, too er fie gerabe am 
nötigften brandete. — ^d) l^abe bon biefer Äunft fd^on l^eut' 
einen ju fd^Ied^ten SSerfud^ gemad^t. 3Kit allen ©d^meid^eleien 
unb Beteuerungen lonnt' id^ il^r aud^ nid^t ein 2Bort au^s 
25 JJreffen. ©tumm unb niebergef dalagen unb jitternb ftanb fte 
ba, tote eine 3Serbred^erin, bie i^r 2^obe§urteiI ^öret. $^l^re 
3lngft ftedte mid^ an, id^ gitterte mit unb fd^lo^ mit einer 
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Sitte um SSergebung. Raum getrau' id^ mir, fie lieber an= 
jureben. — Sei i^rem (Eintritte toenigfteng trag' id^ eg nid^t 
ju fein, ©ie, üJlarineHi, muffen fie em^3fangen. 3.d& toiff 
^ier in ber 3tä^e l^ören, toie e« abläuft, unb fommen, toenn 
id^ mid^ me^r gefammelt l^abe. 5 



Dterter 2tuftrttt. 

SWarincUi unb balb barauf bejfen ©ebienter Sattijla mit (Smilien. 

SRanneKi. SBenn fie il^n nid^t felbft ftürjen gefeiten — 
Unb bag mu^ fie tüo^I nid^t, ba fie fo fortgeeilet — ©ie 
fömmt. 3lud^ id^ toitt nid^t ba^ erfte fein, toa^ i^r ^ier in 

bie älugen f äUt. C®r aie^t ^^ in einen SinCel beS ©aaleS aurüd.) 

»atttfttt. 5Rur l^ier herein, gnäbigeg gräulein. lo 

(&mxlxa (oufter mtem). 211^ ! — 21^ ! — ^^^^ t>«"^^ 3^w^/ n^ßi« 
greunb ; — id^ banf ' 3^m. — 2lber (Sott, ©ott ! h)o bin id^ ? 
— Unb fo ganj allein ? 2Bo bleibt meine 3Kutter ? 2ßo blieb 
ber ®raf ? — ©ie fommen bod^ nad^ ? mir auf bem tJu^e nad^ ? 

»atttfta. Sd^ bermute. 15 

emilia. ®r bermutet? ®r toei^ eö nid^t? ®r fa^ fte 
nid^t ? — 2Barb nid^t gar l^inter un^ gefd^off en ? — 

»attifta. ©ef d^offen ? — 5Dag toäre ! — 

@miUa. ©anj getoi^ ! Unb bag l^at ben ©raf en ober meine 
3Kutter getroffen. — 20 

»attifta. S^ ^itt gleid^ nad^ i^nen au^gel^en. 

(SrntUa- 5Rid^t o^ne mid^. — ^d^ toitt mit ; id^ mu^ mit : 
fomm ®r, mein greunb ! 

TIatintUx (ber plö^^a^ l^ersutritt, ald ob er eben l^ereintäme). ätl^^ 

gnäbigeg gräulein ! SBa« für ein UnglüdE, ober öielmel^r, toag 25 
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für ein ©lud, — toag für ein glücflid^eg Unglücf berfd^afft 
\ ung bie ®^re — 

dmilia (ftu|enb). SJBte ? ©ie l^ier, mein §err ? — 3^ 6in 
alfo too^I bei g^nen? — 3Serjeil^en ©ie, §err Äammer^err, 
5 3Q3ir ftnb bon SRäubern o^nfern überfallen Sorben. 2)a famen 
ung gute Seute ju §ilfe; — unb biefer e^rlid^e 3Kann l^ob 
mid^ aug bem SBagen unb brad^te mid^ l^ier^er. — 2lber id^ 
erfd^retfe, mid^ allein gerettet ju feigen. üKeine 3Kutter ift 
nod^ in ber ©efal^r. hinter ung toarb fogar gefd^offen. ©ie 

10 ift bielleid^t tot ; — unb id^ lebe ? — SBerjeil^en ©ie. '^d) 
mu^ fort ; id^ mu^ toieber l^in, — too id^ gleid^ l^ätte bleiben 
foHen. 

äRnritteKi S3eru^igen ©ie ftd^, gnäbige« tJ^äwIein. ©« 
ftel^et aUeg gut ; fie toerben balb bei ^f)mn fein, bie geliebten 

15 5ßerfonen, für bie ©ie fo öiel järtlid^e Slngft emj)finben. — 
Snbeg, »attifta, gel^^ lauf : fie bürften bietteid^t nid^t toiffen, 
h)0 ba0 t?^äulein ift. ©ie bürften fie bielleid^t in einem öon 
ben aOäirtfd^aftg^öufem be« ©arteng fud^en. Sringe fte un« 
öerjüglid^ l^ier^er. (»attifta geiöt ab.) 

2o @mtUa. ®eh)i^? ©inb fie alle geborgen? ift il^nen 

nid^tg toiberf al^ren ? — 211^, toa« ift biefer 2:ag für ein 2:ag 

beg ©d^redeng für mid^ ! — 2lber id^ fottte nid^t l^ier bleiben ; 

id^ foHte i^nen entgegeneilen — 

aWarinellt. SBoju bag, gnäbige« gräulein? ©ie ftnb 

25 ol^nebem fd^on ol^ne 3ltem unb Rräfte. ®rl^oIen ©ie fxd^ 
bielme^r unb gerul^en, in ein Si^^mer ju treten, too mel^r 
S3equemKd^!eit ift. — '^d) toiff toetten, ba^ ber 5ßrinj fd^on 
felbft um S^re teure, e^rtoürbige SKutter ift unb fie ^\)nm 
jufü^ret. 

30 (Smilia. SBer, fagen ©ie? 

3)loritte!li. Unfer gnäbigfter $rinj felbft. 
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(Smlia (äufierft BefHirat). ©et 5ßrinj ? 

aRadtteOi. @r flo^ auf bie erfte 3la^x\6)i ^\)nm ju §ilfe. 
— ®r ift l^öd^ft ergrimmt, ba^ ein fold^eg SSerbred^en i^m 
fo nal^e, unter feinen Slugen gleid^fam, \)at bürfen getoagt 
toerben, ®r lä^t ben 2:i^ätem nad^fe^en, unb il^re ©träfe, 5 
toenn fie ergriffen toerben, toirb unerhört fein. 

(gntilia. ®er $rinj ! — SBo bin xcS) benn alfo ? 

aWariitcÄi 2luf JDofalo, bem Suftfd^Ioffe be« «ßrinjen. 

C^miKa- SBelci^ ein 3"f<*tt ! — Unb ©ie glauben, ba^ er 
gleid^ felbft erf d^einen fönne ? — Slber bod^ in ©efeUfd^aft 10 
meiner ajlutter? 

^atmtUu §ier ift er fd^on* 



fünfter 2tuftrttt. 

®er $rina. (Sntilta. STlarineltt. 

S)et Britta. 2Bo ift fte ? too ? — 2Bir fud^en ©ie überatt, 
fd^önfte« gröulein. — ©ie ftnb bod^ h)o^I? — 3tun fo ift 
atte« too^I ! 3)er ®raf, 3^re 3Kutter — 15 

(Stttilta. 211^, gnäbigfter §err ! too finb fte ? 3Q3o ift meine 
SRutter? 

®er Jprittj* 3iid^t toeit ; ^ier ganj in ber 5Rä]^e. 

(gmilia. (Sott, in toeld^em 3wftö«i>^ tütx't^t x6) bie eine 
ober ben anbem bieHeid^t treffen ! ®anj getoi^ treffen ! — 20 
®enn ©ie berl^e^Ien mir, gnäbiger $err — id^ fe^ ^^/ ©ie 
öer^el^Ien mir — 

^et ^rittj. 3lid^t bod^, befteg gräulein. — QiAtn ©ie 
mir ^^xtn 2lrm unb folgen ©ie mir getroft. 

(SwUia (uncntfc^ioffen). aber — h)enn i^nen nid^tg toibers 25 
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falzten — toenn meine ät^nungen mid^ trügen: — toarum 
jtnb fie nid^t f d^on l^ier ? SBarum famen fte nid^t mit ^l^nen^ 
gnäbiger iperr? 
^et ^nftä. ©0 eilen ©ie bod^, mein gräulein, alle biefc 
5 ©d^redfenbilber mit ein§ berfd^toinben ju fe^en. — 

(Bmxüa, aOäag foH id^ tl^un ? (S)ie ^änbe nngenb.) 

^er ^rtttj. 2Bie, mein gräulein ? ©ottten ©ie einen 
aSerbad^t gegen mid^ liegen? 
@mtUa (bie cor i^m nicberfäct). gu ^jl^ren ^Jü^en, gnäbiget 

lo §err — 

^tx ?ntia (ne auf^ebenb). ^d^ Bin öu^etft Befd^ämt. — ^a, 
®milia, id^ berbiene biefen ftummen SSortourf . — SDlein Se« 
tragen biefen ajlorgen ift nid^t ju red^tfertigen, — ju ent« 
fd^ulbigen ^öd^fteng. SSerjeil^en ©ie meiner ©d^toad^^eit, 

15 3^ ^ätte ©ie mit feinem ©eftänbniffe beunruhigen fotten, 
bon bem id^ feinen SSorteil ju ertoarten l^abe. 2lud^ toarb 
id^ burd^ bie fjprad^lofe Seftürjung, mit ber ©ie eg anl^örten, 
ober bielme^r nid^t anhörten, genugfam beftraft. — Unb fönnt' 
id^ fd^on biefen SwfaH, ber mir nod^mafö, el^e alle meine 

2o Hoffnung auf etoig berf d^toinbet, — mir nod^mafö ba^ ®lixd 
©ie ju feigen unb ju fj)red^en, öerfd^afft, fönnt' id^ fd^on biefen 
3ufaff für ben SBinf eine« günftigen OIüdEe« erflären, — 
für ben tounberbarften Sluffd^ub meiner enblid^en Verurteilung 
erflären, um nod^malg um ®nabe flel^en ju bürfen: fo toitt 

25 id^ bod^ — beben ©ie nid^t, mein gräulein — einjig unb 
attein bon S^rem SHdEe abl^angen. Äein SDSort, fein ©euf jer 
foH ©ie beleibigen. — 3tur fränfe mid^ nid^t 3^r SKi^trauen. 
5Rur jtDeifeln ©ie feinen SlugenblidE an ber unumfc^ränfteften 
Oetoalt, bie ©ie über mid^ \)abm. 3tur falle Sinnen nie bei, 

30 ba^ ©ie eineg anbem ©d^u^e« gegen mid^ bebürfen. — Unb 
nun fommen ©ie, mein ^räuletn, — fommen ©ie, h)o &nU 
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jüiungen auf ©ie toarten, bie ©ic mel^r billigen, («r fü^rt iu, 
nid&t oi&ne ©trÄuben, ab.) golgeii ©ie uug, SKatinetti. — 

SRavineKi %olQtn ©ie unö, — bag mag l^ei^en : folgen 
©ie un« nid^t I — SBag l^ätte id^ i^nen a\x6) ju folgen ? @r 
mag fe^en, toie toeit er e^ unter bier Slugen mit il^r bringt. 5 
— älHeg, tüag td^ ju tl^un l^abe, ift, — ju berl^inbem, ba^ 
fte nid^t geftöret toerben. 3Son bem Orafen jtoar, ^offe id^ 
nun tool^I nid^t. Slber öon ber SKutter ; bon ber 3Kutter ! ®« 
follte mid^ fel^r tounbern, toenn bie fo rul^ig abgezogen toäre 
unb il^re ^od^ter im ©tid^e gelaffen l^ätte. — 5Run, Sattifta ? 10 
toag giebt'g? 



Sccfjfter Jtuftrttt* 

»attljla. SKartncIIi. 

»ttttiftc (eiiiöft). 3)ie üKutter, §err Jlammerl^err — 

fOlaxintUl 3)ad^t' \d)'i bod^! — 2Bo ift fie? 

»tttttfta. SDSenn ©ie il^r nid^t juborfommen, fo toirb fie 
ben 2lugenbRdf ^ier fein. — 3^ ^^^ 9^^ ^^^^ toiHeng, toie 15 
©ie mir jum ©d^ein geboten, mid^ nac^ il^r umjufe^en, afö 
id^ il^r ©efd^rei bon toeitem ^örte. ©ie ift ber 2^od^ter auf 
ber ©J)ur, unb too nur nid^t — unferm ganjen Slnfd^Iage! 
Sltteg, toag in biefer einfamen ®egenb bon 3Kenfd^en ift, l^at 
fid^ um fie berfammelt, unb jeber toiH ber fein, ber i^r ben 20 
SD3eg toeifet. Db man i^r f4>on gefagt, ba^ ber ^ßrinj l^ier 
ift, ba^ ©ie l^ier fmb, toei^ id^ nid^t. — 2ßa3 toollen ©ie t^un? 

^avxntUl Safe fe^en ! — (er überlegt.) ©ie nid^t eins 
laffen, toenn fie toeife, bafe bie 2:od^ter l^ier ift ? — 3)ag ge^t 
nid^t. — ^eilid^, fte toirb Slugen mad^en, toenn fte ben 25 
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aOäoIf Bei bem ©d^äf d^en fielet. — Slugen ? 9)a« möd^te nod^ 
fein. 2lber ber §immel fei unfern D^ren gnäbig! — 5Kun 
toag ? bie befte Sunge etfd^öjjft ftd^, aud) fogat eine toeiblid^e, 
©ie l^ören alle auf ju fd^reien, totnn fie ni4>t me^r fönnen, 
5 — 3)a^u, e« ift bo^ einmal bie 5Wutter, bie toir auf un* 
ferer ©eite ^aben muffen. — SBenn id^ bie 5Wütter red^t 
lenne: — fo ettoa^ bon einer ©d^toiegermutter eineg 5ßrins 
jen ju fein, fd^meid^elt bie meiften. — Sa^ fte fommen, 
Sattifta, la^ fie fommen ! 
lo »ttttiftn. §ören ©ie! l^ören ©ie! 

eianbia (SJalotti (innen^aib). gmilia ! ®milia ! 3Kein Äinb, 
h)o bift bu? 

aWarmetti. (Ütf), 33attifta, unb fud^e nur il^re neugierigen 
Segleiter ju entfernen. 



Siebenter 2tuftrttt. 

eiaubta ®a(otti. SSattijla. 9RarineIIi. 
15 CSilattbin (bie in bie 3:i^üre tritt, inbem SBattifta ^erauSgel^en ivia). ^a ! 

ber l^ob fte au^ bem SBagen ! ^er fül^rte fie fort ! gdj 
erfenne h'xci), 2ßo ift fie? Bpxxä), Unglüdflic^er ! 

»attifta. S)ag ift mein 3)anf? 

eiaubiii. D, toenn bu 3!)an! berbieneft: (in einem geiinben 
20 5Cone) — fo öerjei^e mir, e^rlid^er üKann ! — 2Bo ift fie ? — 
Sa^t mi4> fie nid^t länger entbehren. SBo ift fie? 

»attifta. D, ^i)xt ©naben, fie fönnte in bem ©d^o^e 
ber ©eligfeit nid^t aufgel^obner fein. — $ier mein §err toirb 

^l^re ® naben JU il^r fül^ren. (©egen einige fieute, weld&e nad^bringen woCeiu) 

25 3urüdf ba ! il^r ! 
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TldiUv 2tuftrttt. 

(Staubta (^alottt. 9Rarine(It. 
Slftitbia« 9)ein iperr? — ((Svhim ben aWadneUi unb fä^rt 8U' 

rüd.) §a! — 3)ag bein ipert? — ©ic l^ier, mein iperr? 
Unb ^ier meine 2^oci^ter? Unb ©ie, ©ie foffen mid^ ju il^r 
führen? 

äRaHttetti 3Kit bielem SSergnügen, gnäbige grau. 5 

6:iattbia« galten ©ie! — ©Ben fällt mir eg bei — ©ie 
toaren eg ja — nid^t ? — ber ben ®raf en bief en SKorgen in 
meinem §aufe auffud^te? mit bem id^ il^n allein lie^? mit 
bem er ©treit belam? 

aWaniteKi. ©treit ? — SBa« id^ nid^t toti^te : ein unbe« 10 
beutenber SDSorttoed^fel in l^errfd^aftlid^en Slngelegenl^eiten — 

dlanhia. Unb SKarineffi ^ei^en ©ie ? 

aWaritteÄi. 5Ward^efe 3KarineIIi. 

6:ia]tbia. ©0 ift eg rid^tig. — §ören ©ie bod^, §err 
3Kard^efe. — üKarineHi toar — ber 9lame 3KarineIIi toar — 15 
begleitet mit einer SSertoünfd^ung — 9lein, ba^ id^ ben ebeln 
5Ißann nid^t öerleumbe ! — begleitet mit leiner SSertoünfd^ung 

— 3!)ie SSertoünfd^ung ben!' id^ ^inju — 2)er 5Rame 5Dlari« 
neHi tvax bag le^te SBSort beg fterbenben (Srafen. 

aWarittcttl. 3)eg fterbenben ®rafen? Orafen 3lj)j)iani ? 20 

— ©ie l^ören, gnäbige %xavi, toag mir in ^f)x^x feltfamen 
Siebe am meiften auffällt. — ^eö fterbenben ©rafen? — 
SD3ag ©ie fonft fagen toollen, berftel^' id^ nid^t. 

dlan^xa (bitter unb langfam). 2)er 5lame SKarinelli toar bag 
le^te SBort beg fterbenben Orafen! — 3Serfte^en ©ie nun? 25 

— 3^ berftanb e« erft aud^ nid^t, obfd^on mit einem 2^one 
gefjprod^en — mit einem 2^one ! — 5^ ^öre i^n nod^ ! Söo 
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toarcn meine ©inne, ba^ jte btefen 2^on nid^t fogletd^ Der« 
ftanben ? 

^atxntUl 3lun, gnäbige grau? — ^(S) toar Don jel^er 
beg ©rafen greunb, fein öertrautefter g^eunb. Sllfo, toenn 
5 er mid^ nod^ im Sterben nannte — 

eraitbia. 3Rit bem 2:one ? — gd^ lann il^n nid^t nad^« 
al^men ; id^ lann il^n nid^t bef d^reiben : aber er entl^ielt atteg ! 
atteg ! — SBag ? 9läuber toären eg getoefen, bie ung anfielen? 

— SWörber toaren e«, erlaufte SWörber ! — Unb SWarinetti, 
lo 5Warinetti toar ba« le^te S33ort be« fterbenben ©rafen ! 5Wit 

einem 2^one! 

WlanntUl SKit einem 2:one ? — 3ft e« erl^ört, auf einen 

%on, in einem Slugenblidfe beg ©d^redfeng öemommen, bie 

ainllage eine« red^tfd^affnen SKanne« ju grünben? 

15 Slaitbia. §a, lönnt' id^ il^n nur bor ©erid^te fteHen, biefen 

%on l — 2)od^ toel^ mir ! 3^ bergeffe barüber meine 2^od^ter. 

— 2Bo ift fte ? — 2Bie ? aud^ tot ? — S33ag lonnte meine 2:od^s 
ter bafür, ba^ SlJ)J)iani bein geinb loar? 

SRotinelli. ^ä) öerjeil^e ber bangen Sfflutter. — Jlommen ©ie, 
20 gnäbige grau — 3^^^ 2^od^ter ift l^ier, in einem öon ben näd^s 
ften 3iw^i^^^^- wnb l^at fid^ l^offentlid^ öon il^rem ©d^redfen 
fd^on ijöllig erl^olt. SKit ber gärtlid^ften ©orgfalt ift ber 5ßrinj 
felbft um fie befd^aftiget — 
eraubia. 2Ber ? — 2Ber felbft ? 
25 manntUu ®er ^ßrinj. 

eraitbia. 3)er ^ßrinj? — ©agen ©ie toirflid^ ber 5ßrinj? 

— Unf er spring ? 
maxintUl aSeld^er fonft? 

araubta. 5Run bann! — 3d^ unglüdEfelige SKutter! — 
30 unb il^r SSater ! il^r SBater ! — @r loirb ben %aQ il^rer ©eburt 
berflud^en, ^r toirb mid^ öerflud^en. 
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WlatintUl Um be« §tmmefö totHen, gnäbigc grau ! 2Bag 
fällt 3^"^^ "ww «in? 

eiattbta. eg ift Mar! — 3ft e« ntd^t? — §eute im 2:cm= 
))el ! öor bcn Slugen ber Slllerreincftcn ! in bcr näl^cm ©cgen^ 
toart be^ ©toigen ! — begann ba« Subenftütf ; ba brad^ cg au« ! 5 
(Segen ben aRarinem.) §a, 3Körbcr ! feiger, elenber 3Körber ! 3lx(!i)t 
ta))fer genug, mit eigner §anb ju morben, aber nid^tgtoürbig 
genug, ju Sefriebigung eineg fremben Äi^efe ju morben ! mor* 
ben ju laffen ! — Slbfd^aum aller 3Körber ! — S33ag el^rlid^e 
5IKörber finb, Serben bid^ unter ftd^ nid^t bulben ! ®id^ ! 2)id^ ! 10 
— ^tnn tparum fott id^ bir nid^t alle meine ©alle, allen meinen 
®eif er mit einem einzigen SBorte ing ©efid^t f))eien ? — ®id^ ! 
®id^, StiCppUx ! 

WlatintUl ©ie fd^toärmen, gute grau. — Slber mäßigen 
©ie toenigften« gl^r toilbe« ©efd^rei unb bebenfen ©ie, h)o 15 
©ie finb. 

eraitbia. 2Bo id^ bin? Sebenlen, too id^ bin? — S33a« 
fümmert e« bie £öh)in, ber man bie Sangen geraubet, in treffen 
SQSalbeftebrüHet? 

^ntUia (inneri&att). ipa, meine 5Dlutter ! gd^ l^öre meine « 
3Kutter! 

eiattbia. Sl^re ©timme? 2)ag ift fte? ©ie l^at mid^ ge* 
l^ört; fie l^at mid^ gel^ört. Unb id^ fottte nid^t fd^reien? — 
2Bo bift bu, mein Jlinb? 3^ lomme/id^ lomme! («iefuirst 

in baS 3ininier unb SRarineOi i^r nad^.) 35 



S)le @ccnc bleibt. 



€rfter 2tuftrttt 

®er ^Prins. Sölartnettl. 
^et $rht§ (als aus bem 3tmmer oon (Smilien lommenb). 5lommen 

©te, ÜRarineHi ! 3^ ^^^ ^^^ crl^olen — unb mu^ Sid^t öon 
ginnen l^abem 
3Rarittem. D ber mütterltd^cn S33ut! §a! ^a! ^a! 
5 ^er ^rittj. ©te lad^cn ? 

aWanttetti S33cnn ©te gefeiten l^ättcn, 5ßrinj, tote tott fid^ 
l^ier, l^ter im ©aale, bie 3Kutter gebärbete — ©ie l^örten fie 
ja tDol^I fd^reien ! — unb toie jal^m fie auf einmal toarb bei bem 

erften Slnblidfe öon '^\)nm §a ! I^a ! — ®aS toei^ id^ ja 

lo tool^I, ba^ feine 3Kutter einem 5ßrinjen bie Slugen au^fra^t, 
toeil er il^re S^od^ter fd^ön finbet. 

$)er ^riitj, ©ie ftnb ein f d^Ied^ter Seobad^ter ! — 3)ie 
2:od^ter ftürjte ber 3Kutter ol^nmäd^tig in bie Slrme. darüber 
öerga^ bie 5Dlutter il^re 2But, nid^t über mir. ^I^re -Xod^ter 
15 fd^onte fie, nid^t mid^, toenn fie ig nid^t lauter, nid^t beutlid^er 
fagte, — ma« id^ lieber felbft nid^t gel^ört, nid^t öerftanben 
l^aben toitt. 
aWarittetti. SBa«, gnäbiger §err? 
^er ^riitj. SBo^u bie SBerftettung ? — §eraug bamit. gft 
floe« toal^r? ober ift e« nid^t toal^r? 
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^atintUl Unb tütnn eg benn toäre ! 

2)er ?pritta. SBenn eg benn toäre?— Sllfo tft e«?— (gr 
ift tot? tot? — (bro^enb) gKarinettt ! SKarinetti! 

maxintUu 5Run? 

^cr ¥ntt$« Sei ©Ott ! bei bem attöered^ten ®ott ! id^ bin 5 
unfd^ulbig an biefem Stute. — S33enn ©ie mir borl^er gefagt 
l^ätten, ba^ eg bem ®raf en bag Seben foften toerbe — 3lein, 
nein ! unb toenn e^ mir f elbft bag Seben gefoftet l^ätte ! — 

maxintUl SBenn id^ ^l^nen öorl^er gefaßt l^ätte?— 3(fe 
ob fein 2^ob in meinem 5ßlane getoefen toäre ! 3^ ^^^^ ^^ i>^i" ^o 
Slngelo auf bie ©eele gebunben, ju öerl^üten, ba^ niemanbem 
Seibeg gefd^äl^e. @g toürbe aud^ ol^ne bie geringfte Oetoalt« 
tl^ätigfeit abgelaufen fein, toenn fid^ ber ®raf nid^t bie erfte 
erlaubt l^ätte. 6r fd^o^ ÄnaH unb ^att ben einen nieber. 

^er Britta. SBal^rlid^, er l^ätte fotten Bpa^ öerftel^en ! 15 
' ^axintUi. ®a^ Slngelo fobann in SQSut lam unb ben 2^ob 
feinet ©efäl^rten räd^te — 

2)er ^rittj. ^J^eilid^, bag ift f el^r natürlid^ 1 

^axintUu 3^ ^ä^^' ^^ ^W Ö^^^g öertoiefen. 

2)cr ^rtttj. aSertoief en ? 2Bie freunbf d^aftlid^ ! — SBamen 20 
Sie il^n, ba^ er fid^ in meinem ®ebiete nid^t betreten lä^t. 
SKein aSertoeig möd^te fo freunbfd^aftlid^ nid^t fein. 

maxiutUU SRed^t tool^I! — ^ä) unb 3lngeIo, Sorfa^ unb 
3ufatt : atteg ift eins. — ^)mav toarb eS öorauS bebungen, 
jtDar tparb eS öoraug öerfj)rod^en, ba^ feiner ber Unglüdfgs 25 
fälle, bie fid^ babei ereignen lönnten, mir ju fd^ulben fommen 
fotte — 

• ^er $titt$. 2)ie fid^ babei ereignen — lönnten, fagen ©ie ? 
ober fottten? 

WlatintUl ^mtmx beffer ! — 2)od^, gnäbiger §err, — el^e 30 
©ie mir e« mit bem trodfnen SBorte fagen, toofür ©ie mid^ 



60 (£mtlta (5aIoitl 

Italien — eine einjige SSorfteHung ! 2)er 2^ob beg ©rafen tft 
mir nid^tg tpeniger afe gleici^gültig. gd^ l^atte il^n auggefor* 
bert ; er toar mir ©enugtl^uung fd^ulbig ; er tft ol^ne bief e aug 
ber SBelt gegangen, unb meine 6l^re bleibt beleibiget. ©efe^t, 
5 id) öerbiente unter jeben anbern Umftänben ben SBerbad^t, ben 
©ie gegen mid^ liegen: aber aud^ unter biefen? — (Wit einer 
angenommenen §tfte.) SBer bag öon mir beulen fann ! — 

^er Britta (nat^gebenb). gfjuu gut, UUU gut — 

aWarittcm* 2)a^ er nod^ lebte ! D, ba^ er nod^ lebte ! 3ltte8, 
10 atteg in ber SBelt tooHte id^ barum geben — (Htter) felbft bie 
©nabe meinet ^rinjen, — biefe unfd^ä^bare, nie ju öerfd^er* 
jenbe ©nabe — toottt* id^ brum geben! 

^er ^riita» ^(^ öerftel^e. — 3lun gut, nun gut. ©ein 2^ob 
toax 3wfött, bloßer S^f^K. ©ie öerftd^ern eg, unb id^, id^ 
15 glaub* eg. — 3[ber toer mel^r? 3lud^ bie 5Dlutter? 2lud^ 
ßmilia? — 3lud^ bie SBelt? 
aWariitcttt (lait). ©d^toerlid^. 

^cr ^ri«a. Unb toenn man e^ nid^t glaubt, h)ag h)irb man 
benn glauben ? — ©ie judfen bie Sld^fel ? — ^^xtn Slngelo 
20 h)irb man für ba^ SBerfjeug'unb mid^ für ben SC^äter l^alten — 
aWorittcHi (no(^ witer). 2Bal^rfd^ein(id^ genug ! 
^cr ^Prttia. 3Wid^ ! mid^ felbft ! — Ober id^ mu^ öon ©tunb 
an alle Slbfid^t auf ©milien aufgeben — 
maxmtUx (^öd^ft öWd^öüitiö). 2ßag ©ie aud^ gemußt l^ätten — 
25 tpenn ber ©raf nod^ lebte. — 

2)er ¥^^«ä (heftig, aber fld) glei« »ieber faffenb). 3Karinetti ! — 2)od^, 

©ie f oHen mid^ nid^t toilb mad^en. — ®§ fei. fo — (gg ift f o ! 
Unb bag tooHen ©ie bod^ nur fagen : ber %o\> beg ©rafen ijl 
für mid^ ein ©lüdt — ba^ größte ©lüdt, toag mir begegnen 
30 fonnte, — ba^ einzige ©lürf, toa^ meiner Siebe ju ftattcn fom« 
men fonnte. Unb aU biefe^, — mag er bod^ gefd^el^en fein^ 
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toie er toill ! — 6in Oraf me^r in ber SEBcIt ober toeniger ! 
®en!e \i) g^nen fo red^t? — 2^o))))! aud^ td^ erfd^redfe öor 
einem üeinen SSerbred^en ntd^t. 9lur, guter ^reunb, mu^ e^ 
ein Heiner ftitteS 3Ser6red^en, ein fleineg l^eilfameg aSerbred^en 
fein. Unb fe^en ©ie, unfereg ba toäre nun gerabe toeber ftitte 5 
nod^ l^eilfam. @g ^ätte ben SBeg jtoar gereiniget, aber ju« 
gleid^ gefjjerrt. S^i^^^^^'^« toürbe e« ung auf ben 5loJ)f ju« 
fagen, — unb leiber l^ätten tt>ir eS gar nid^t einmal begangen ! 
— 3)ag liegt bod^ tool^I nur blo^ an 3^^^^ toeifen, tounber«» 
baren 3lnftalten? 10 

aWariuetti SBenn ©ie fo befel^Ien — 

^tx Britta. SBoran fonft? — ^6) toiD SRebe! 

^axintUl ®g fömmt mel^r auf meine SRed^nung, toa« nid^t 
barauf gel^ört. 

2)cr «ßrittj. SRebe toitt id^ ! 15 

äRarinetti. gfjun bann! SQSag läge an meinen Slnftalten, 
ba^ ben ^ringen bei biefem Unfälle eir fo fid^tbarer SSerbad^t 
trifft ? — 2ln bem 3Weifterftreid^e liegt ba^, ben er f elbft meinen 
Slnftalten mit einzumengen bie ®nabe l^atte. 

^tx ^riitj. 3d^ ? ao 

SÄariueKi. 6r erlaube mir, il^m ju fagen, ba^ ber ©d^ritt, 
ben er l^eute morgen in ber Äird^e getl^an, — mit fo öielem 
Slnftanbe er il^n aud^ getl^an, — fo unöermeiblid^ er i^n aud^ 
tl^un mu^te — ba^ biefer ©d^ritt bennod^ nid^t in ben S^anj 
gel^örte. • ^ 25 

^cr ?Pnttä, 2Bag öerbarb er benn and) ? 

WtaxintUu greilid^ nid^t ben ganzen %ani, aber bod^ öorifto 
ben SCaft. 

3)er¥riita, §m! SSerfte^' id^ ©ie? 

aWariuettt. Sllfo, furj unb einfältig. 2)a id^ bie ©ad^e 30 
übernal^m, nid^t toal^r, ba tou^te ßmilia üon ber Siebe beö 
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5ßrinjen nod^ nid^t«? ©milien« 50luttet nod^ toentget. ' SDäenn 
id^ nnn auf btef cn Umftanb baute ? unb ber 5ßrinj inbe« ben 
®runb meinet ©ebäubcg untergrub ? — 

^er ¥ntt5 (f"^ »«'f "« ®*«n« f<i^iaflenb). Sertoünf d^t ! 
5 WaxintUu SBenn er eg nun felbft berriet, toa« er im 
©c^ilbe fü^re? 

^er ^riita. SSerbammter @tnf au ! 

mavintUl Unb toenn er eg nid^t felbft »erraten l^ätte ? — 
2:raun ! 3«^ möd^te bod^ toijfen, au« toeld^er meiner Slnftalten 
loSDlutter ober 2:od^ter ben gerinaften Slrgtool^n gegen il^n 
fd^öj)fen fönnte? 

t)er ?prittä. ®a^ ©ie red^t l^aben ! 

3Rarittetti. ®aran tl^u' id^ freilid^ fel^r unred^t — ©ie 
toerben berjeil^en, gnäbiger iperr. — 



3tx>etter 2tuftrttt. 

»atttjla. 3)er $rina. aRarinedi 

15 »attifta (eiitgfi). ©ben fömmt bie ©räfin an. 

^er^rittj. 2)ie ®räfin? S33a« für eine ®räfin? 
»nttifta. Drftna. 

^et^rittj. Drfma? — SKarineK! — Drfina? — 3Ra^ 
rinetti ! 
ao WlaxitttUU 3^ erftaune bartiber nid^t toeniger aU ©ie 
felbft. 

^er ^riiij. ®el^, lauf, Sattifta : fte fott nid^t au^fteigen. 

gd^ bin nid^t l^ier. gd^ bin für fie nid^t l^ier. ©ie fott äugen* 

blidflid^ loieber umfel^ren. ®el^, lauf ! — (»attifia gei^t a6.) 2Ba8 

25toitt bie giärrin? Sffiaä unterfte^t fie fid^? 2Bie toeife fie^ 
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ba^ toir l^icr finb ? ©oute fic tool^I auf Äunbf d^aft lommen ? 
©ottte fte tDol^I f d^on ettoag öcmommcn l^aben ? — 21^, SKari« 
netti ! ©o reben ©ie, fo antworten ©ic hod) ! — Sft «r bcicis 
btget, ber 5Jlann, ber mein greunb fein toitt ? Unb burd^ einen 
elcnben SBorttoed^fel beleibiget ? ©ott id^ il^n um SSerjeü^ung 5 
bitten? 

aWamcttl. 311^, mein 5ßring, fo balb ©ie lieber ©ie ftnb, 
bin id^ mit ganjer ©eele toieber ber S^^ge ! — 3)ie 2ln!unft 
ber Drfina ift mir ein 9lätfel, toie '^f)mn. ®od^ abtt>eifen toirb 
fte fd^toerlid^ fid^ laffen. S33ag trotten ©ie tl^un? 10 

^er ^rittj. ©ie burd^aug nid^t f))red^en, mid^ entfernen — 

WlaxintUu SBoJ^I! unb nur gefd^tüinb. 3d^ toitt fte ems 
tjfangen — 

^er ?Prliij. Slber blo^, um fte gelten ju l^ei^en. — S33eiter 
geben ©ie mit il^r fid^ nid^t ab. SBir l^aben anbere ©inge 15 
^ier ju tl^un — 

^axititUu 3lxd)t hoi), $rinj! 2)iefe anbem ©inge ftnb 
get^an. gajfen ©ie bod^ 5Kut! SEBag nod^ fe^lt, fömmt 
ftd^erlid^ öon felbft. — Slber \)'6v' id^ fte nid^t fd^on? — ©ilen 

©ie, ^Prinj ! — 3)a (««f ein ÄoMnctt jeiflcnb, in welches fic^ ber ^rinj ao 

befliebt), toenn ©ie trotten, toerben ©ie ung l^ören lönnen. — 
3d^ fürd^te, id^ fürd^te, fte ift nid^t gu il^rer beften ©tunbe 
auggefal^ren. 



Dritter 2tuftritt. 

®le ©rafin Otfina. 3RarlneItl. 
jDrfltta (o^nt ben ÜRarinctti anfangs su erMidten). 2Ba3 ift ba3 ? — 

SKemanb lömmt mir entgegen, au^er ein Unberfc^ämter, ber 25 
mir lieber gar ben (gintritt öertoeigert l^ätte ? — 3d^ bin bod^ 
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ju 2)ofaIo ? 3w bem 2)ofaIo, h)o mir fonft ein ganjeg ^eer 
gef d^äftiger Slugenbiener cntgegenftürjte ? too mid^ fonft Siebe 
unb ©ntgüdfen erwarteten? — 2)er Drt ift eS: aber, aber! — 
©iel^' ba, 3Karinetti ! — Stecht gut, ba^ ber $rinj ©ie mitge« 
5 nommen. — 3lein, nid^t gut ! SBag id^ mit il^m auSjumad^en 
l^ätte, l^ätte id^ nur mit il^m augjumad^en, — S33o ift er? 

aWarittetti* 2)er ^ßrinj, meine gnäbige GJräfin? 

Dirfltta. S33er fonft? 

aWarhtetti. ©ie öermuten i^n alfo l^ier ? toiff en il^n l^ier ? 
10 — ®r toenigfteng. ift bie ©räfin Drftna l^ier nic^t öer« 
mutenb. 

Drftna* SRid^t? ©o l^at er meinen S3rief l^eute morgen 
nid^t erl^alten? 

matxntUu "^^xtn S3rief ? ®oc^ ja ; id^ erinnere mid^, ba^ 
15 er eineg Sriefeg öon S^nen ern)ä^nte. 

Crfttta. 3lun? l^abe id^ il^n nid^t in biefem S3riefe auf 
l^eute um eine ßufammenlunft l^ier auf 2)ofaIo gebeten ? — 
©g ift toal^r, eg ^at i^m nid^t beliebet, mir fc^riftlid^ ju ant« 
toorten, Slber id^ erful^r, ba^ er eine ©tunbe barauf h)ir!(id^ 
ao nad^ S)ofaIo abgefal^ren. ^^d) glaubte, bag fei 2lnttoortg genug, 
unb id^ fomme. 

WtaxintUu 6in fonberbarer S^fatt! 

Crfina. S^^aü ? — ©ie l^ören ja, ba^ eg öerabrebet toors 

ben. ©0 gut als öerabrebet, 3Son meiner ©eite ber S3rief, 

25 öon feiner bie 2:^at. — 2Bie er ba fte^t, ber §err 3Kard^efe ! 

S33ag er für 2lugen mad^t! 3Bunbert fid^ ba« ©e^imc^en? 

unb toorüber benn? 

^axxntUl ©ie fd^ienen geftem fo toeit entfernt, bem ^prin* 
jen jemalg toieber öor bie äugen gu fommen. 
30 Orflua. »effrer SRat !ömmt über 5Rad^t, — SBo ift er? 
too ift er? — SfBaä gilt'S, er ift in bem gimmer, too id^ ba« 



/^. 2Iuf3ttg. 3. 2taftriti 65 

®cquicfe, ba« ©efreifd^e l^örte ? — 3«^. toottte l^etem, unb bet 
©d^urle ijom Sebienten trat bor. 

SÄarmeKt. 3Keinc Itebfte, befte ®räfin — 

Orfttta. (gg toar ein tDeiblid^e« ©efreifd^e. 2Ba* ßilt% 
5Dlarinetti ? — D fagen ©ie mir bod^, fagcn ©ie mir — tocnn 5 
td^ anbcrg gi^rc liebfte, befte ©räfin bin — SSerbammt, über 
bag §of gefd^mei^ ! ©0 öiel SBorte, fo öiel Sügen ! — 3lun, 
toag Hegt baran, ob ©ie mir eg öorau^f agen, ober nid^t ? 3d^ 
toerb' eg ja tool^l feigen, (aöia «e^en.) 

aWarinea- (bcr fie aurüd^äit). SBol^in? 10 

Orfina. 2ßo id^ längft fein follte. — ® enf en ©ie, ba^ e« f d^idf* 
lid^ ift, mit ^^nen l^ier in bem SSorgemad^e einen elenben ©d^nidfs 
f d^nadf ju l^alten, inbe§ ber ^ßrinj in bem ® emad^e auf mid^ toartet ? 

aWarittcKi ©ie irren ftd^, gnäbige ©räfin. ®er ^ßrinj 
ertoartet ©ie nid^t. S)er 5ßrinj lann ©ie l^ier nid^t f))red^en, 15 
— toitt ©ie nic^t fj)red^en. 

Drfmo. Unb toäre bod^ l^ier ? unb toäre bod^ auf meinen 
Srief ^ier? 

maxxntüu 3tid)t auf 3^ren »rief — 

Orfina. S)en er ja crl^alten^ fagen ©ie — ao 

3Rarittcöi. ©rl^alten, aber nid^t gelefen. 

DrTtna (fettig). gfJid^t gelefen? — (awmber j^eftig.) SfKd^t ge^: 

lef en ? — (®el^mütifl unb eine X^räne au8 bem ^luge toif<:^enb.) 9lid^t ein* 

mal gelefen? 

aWariueUi. Slug ^tx^ixtviunQ, toei^ id^. — Slid^t aug SSer» 25 
ad^tung. 

Orfma (ftoij). aSerad^tung ? — SBer benft baran ? — 3Bem 
braud^en ©ie baS ju fagen ? — ©ie ftnb ein unberfd^ämter 
2^röfter, 3KarineIIi ! — SBerad^tung ! SBerad^tung ! 3Kid^ ber* 

ad^tet man aud^ ! mid^ ! — (®eltnber, tu aum a:one ber ed&wermut.) 30 

^reilid^ liebt er mid^ nid^t mel^r. 2)ag ift auggemad^t. Unb 
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an bie ©teile bet Siebe trat in feiner ©eele ettüag anber«. 
®aä ift natürlid^. Slber toarum benn eben aSetad^tung ? Sä 
brandet ja nur ©leid^gültigf eit ju fein. 3lici^t toal^r, SKarinelli ? 
WtaxintUu Sltterbingg, aHerbingg. 
5 Drflita (m^m)- Sltterbingg? — D beg toeifen SKanne«, 
ben man fagen laffen f ann, toaä man toill ! — ©leid^gültigfeit ! 
©leid^gültigfeit an bie ©tette ber Siebe ? — 2)ag ^ei^t, nid^tg 
an bie ©tette öon ettoag. ©enn lernen ©ie, nad^tjlaubembeg 
§ofmännd^en, lernen ©ie öon einem SEBeibe, ba^ ©leid^gültig« 

10 feit ein leereg S33ort, ein bloßer ©d^aH ift, bem nid^tg, gar 
nid^tg entftjrid^t. ©leid^gültig ift bie ©eele nur gegen bag, 
tooran fie nid^t benft, nur gegen ein 3)ing, bag für fte lein 
®ing ift. Unb nur gleid^gültig für ein 3!)ing, bag lein S)ing 
ift, — baä ift fo öiel ate gar nid^t gleid^gültig. — 3ft bir baä 

15 i\x f)oä), 5Dlenfd^ ? 

WlaxintUi (vor fi4). tDel^! toie toal^r ift eä, toaä id^ 
fürd^tete. 
Otfiita. aSag murmeln ©ie ba? 
WtanntUu Sauter SetDunberung ! — Unb toem ift eg nid^t 

90 befannt, gnäbige (Sräfin, ba^ ©ie eine $]^iIofoJ)l^in finb 
Dx^xna. 3l\^t toal^r? — 3a, ja, id^ bin eine. — Slber l^abe 
id^ mir eg iftt merf en laffen, ba^ id^ eine bin ? — D tjfui, ^ 

totnn x6) mir eä l^abe merfen laffen, unb toenn id^ mir eg öfterer V 

l^abe merfen laffen ! Sf* ^^ ^^1^1 nod^ SBunber, ba^ mid^ ber 

«5 ?5rinj öerad^tet ? S33ie lann ein SWann ein 3)ing lieben, bag 
il^m jum 2^ro^e and) beulen toiH? ©in grauenjimmer, baS 
benfet, ift ^Un fo elel afö ein 3Kann, ber fid^ f d^minlet. Sad^en 
folt eg, nid^tg afe lad^en, um immerbar ben geftrengen §erm 
ber ©d^öj)fung bei guter Saune ju erl^alten. — 3lun, toorüber 

30 lad^* id^ benn gleid^, SKarinelli? — 3ld^, ja tDo\)l ! Über ben 
3ufatt! ba^ id^ bem ^ßrinjen fd^reibe, er fott nad^ ^ofalo 
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lommen ; ba^ ber 5ßrinj meinen S3rief nid^t liefet, unb ba^ er 
iod) nad^ 2)ofaIo fömmt. §a ! I^a ! I^a ! SQSal^riid^ ein fonbers 
barer 3wfött •* ©^^^ luftifl/ fel^r närrifd^ ! — Unb ©ie lad^en 
nid^t mit, 3KarineIIi? — 3KitIad^en fann ja tool^I ber geftrenge 
$en ber ©d^ötjfung, ob toir arme ©efd^ötjfe gleid^ nid^t 5 
mitbenlen bürfen. — («mwaft unb befci^icnb.) ©0 lad^en ©ie 
bod^! 

^atintUu GJIeid^, gnäbige ®räfin, gleid^! 

Drptta. ©todf ! Unb barüber gel^t ber SlugenblidE öorbei. 
Siein, nein, lad^en ©ie nur nid^t. — 3!)entt feigen ©ie, üRarinetti, 10 
(nad^benienb bi« m stü^nrng) toag mid^ fo l^erjHd^ ju lad^en mad^t, 
ba« l^at aud^ feine emftl^afte — fel^r emftl^afte ©eite. 3Bie 
atte« in ber SBelt ! — äufatt? ©n Sufatt tt>är» eg, ba^ ber 
5Prinj nid^t baran gebaut, mid^ l^ier ju f))red^en, unb mid^ bod^ 
l^ier fj)re(^en mu^ ? 6in S^faH ? — GJIauben ©ie mir, 3Waris 15 
neHi: ba« SBort 3ufaa ift Oottegläfterung. 3lid^tg unter ber 
©onne ift 3uf all ; — am toenigften bag, toobon bie Slbfid^t f f lar 
in bie Slugen leud^tet. — Slttmäd^tige, attgütige SSorfid^t, öers 
gieb mir, ba^ id^ mit biefem albernen ©ünber einen QnfaU ges 
nennet l^abe, toag fo offenbar bein SBerf, tool^l gar bein un« 20 
mittelbare^ 2Ber! ift ! — (^ama ßeflen swarincai.) Kommen ©ie 
mir unb öerteiten ©ie mid^ nod^ einmal ju fo einem 
greöel ! 

WlatintUx (»or m- 3)ag gel^t toeit! — Slber, gnäbige 
®räfin — 25 

Drfitto, ©titt mit bem 3lber! 2)ie 3lber foften Über« 
legung : — unb mein Äojjf ! mein Stop^ ! (®i(^ mit ber ^anb bie 
©tirne ^aitenb.) — 3Kad^en ©ie, 3Warinelli, mad^en ©ie, ba^ id^ 
il^n balb fjjrec^e, ben 5ßrinjen ; fonft bin id^ eg tool^l gar nid^t 
imftanbe. -^ ©ie feigen, toir foHen un« f))red^en ; toir muffen 30 
ung fj)red^en — 
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Pierter Ztuftrttt 

S)ct ^rinj. Dtfina. SWattnctti. 
^er ^XXng (inbem er auS betn ÄaMnettc tritt, oor flc^). gd^ mu^ il^m 

ju §ilfe lommen. — 

Oirftna (bie i^n er^Iidt, aber unentfc^Iüfftg bleibt, ob fie auf il^n sugel^e-» foO). 

$a! ba ift er. 

5 ^er $HttJ (ge^t quer über ben @aal, bei i^r vorbei, na^ ben anbem 
Slmmem, ol^ne fid^ im «eben aufau^altcn). ©tel^ btt ! UtlfetC f d^Ölte ©räfin. 

— 2Bie fel^r bebaute td^, 3Wabame, ba^ id^ mir bie ßl^re 
gl^reg Sefud^g für l^eute fo toenig ju nu^e mad^en lann! 
3d^ bin befd^äftiget. ^«^ ^i" nid^t attein. — ©in anbermal, 
10 meine liebe (Sräfin ! 6in anbermal. — 3^t l^dlten ©ie länger 
ftd^ nid^t auf. ^a nid^t länger ! — Unb ©ie, SWarineHi, id^ 
ertoarte ©ie. — 



fünfter Jtuftritt. 

Dtfina. SWarinelli. 

^atintUl §aben ©ie e§, gnäbige (Sräfin, nun öon il^m 
felbft gel^ört, toa§ ©ie mir nic^t glauben tooHen? 
15 Drfitta (wie betäubt). Qai^ id^ ? l^ab* id^ h)ir!Kd^? 
maxxntUl Söirllid^. 

Drfiito (mit wü^runfl). „^d) bin befd^äftiget. 3^ Kn nid^i 
attein.^' 3f* i^^^ '^'^^ (gntfd^ulbigung ganj, bie id^ toert bin? 
2öen toeifet man bamit nid^t ah ? ^t\)tn Überläftigen, jeben 
2o Settier. %ixx m\ä) feine einzige 2üge mel^r ? Äeine einzige f leine 
Süge mel^r für mic^ ? — Sef d^äftiget ? tt>omit benn ? TOd^'t 
attein ? toer toäre benn bei il^m ? — Kommen ©ie^ yjarinctti ; 



^» 2tuf3ug. 5. 2Iuftrttt. 69 

aug 95arml^ergtgleit, lieber 3KarineIIi! Sügen ©te mir eineg 
auf eigene Sted^nung Dor. SBa^ foftet 3^^^^^ benn eine Süge ? 

— aSag l^at er ju t^un ? aSer ift bei il^m ? — ©agen ©ie 
mit ; f agen ©ie mir, toag S^nen juerft in ben 3Kunb f ömmt, 

— unb id^ gel^e. 5 
aRariuetti (»or ftd^). 3Kit biefer Sebingung tann \ä) xi)x ja 

toobi einen Xeil ber SBal^r^eit fagen. 

Drfitta. 3flun ? ®ef d^toinb, 3JlarineIIi, unb xä) gel^e. — ®r 
fagte o^nebem, ber ^x'xny, „(gin anbermal, meine liebe 
(Sräfin !" ©agte er nid^t fo ? — 3!)amit er mir SBort l^ält, lo 
bamit er feinen 3Sorh)anb l^at, mir nid^t SBort ju l^alten : ge= 
fd^toinb, SKarineUi, ^l^re Süge, unb id; gel^e. 

SÄarinetti. 2)er $rinj, liebe (Sräfin, ift Umbrlid^ nid^t allein. 
6§ finb ^Perfonen bei il^m, öon benen er ftd^ leinen 2lugenblidt 
abmüßigen* fann; 5ßerfonen, bie eben einer großen ©efa^r ents 15 
gangen ftnb. ©er ®raf 2lJ)J)iani — 

Drfttta. SSSäre bei il^m ? — ©d^abe, ba^ id^ über biefe Süge 
©ie erta))j)en mu^. ©efd^tt)inb eine anbere. — 3)enn ®raf 
2lj3j)iani, tt>enn ©ie eg nod^ nid^t toiffen, ift eben Don Släubem 
erfdg>offen toorben. 2)er SBagen mit feinem Seid^name begegnete 20 
mir furg öor ber ©tabt. — Ober ift er nid^t ? §ätte eg mir 
blo^ geträumet? 

aKariticttt. Seiber, nid^t blo^ geträumet ! — Slber bie anbem, 
bie mit bem ©rafen toaren, l^aben fid^ glüdflid^ l^ierl^er nad^ bem 
©d^loffe gerettet : feine S3raut nämlid^ unb bie 3Kutter ber 25 
Sraut, mit toeld^en er nad^ ©abionetta ju feiner feierlid^en 
aSerbinbung fahren tooKte. 

Orflna. 3llfo bie? 3)ie finb bei bem ^ßrinjen? bie aSraut? 
unb bie 3Kutter ber 53raut? — 3ft bie »raut fc^ön? 

^atxntUu 3)em ^rinjen ge^t i^r Unfall ungemein na^e. 30 

Drftua. 3^ iüitt l^ojfen; aud^ tüenn fie l^ä^lid^ h)äre. 
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S)enn tl^t ©d^itffal ift fd^retflic^. — Sltme«, gute« 3Räbd^en, 
eben ba et bein auf immer toerben fottte, toirb er bir auf 
immer entriffen ! — SBer ift fie benn, biefe Staut ? Jlenn' 
xd) fie gar? — 3^ Kn fo lange au« ber ©tabt, ba^ id^ bon 
snid^t^ toei^. 

a^orinem. @$ ift @milia ®aIotti. 

Otftiio, aßer? — emilia ©alotti? ©milia ®aIotti? — 
SWarinetti ! ba^ id^ biefe Süge nid^t für SBal^tl^eit nel^me ! 

matintUu SBiefo? 
lo Orfma. ©milia ©alotti? 

iD^atineKi. ®ie ©ie fc^toetlid^ lennen toetben — 

jDtfltta» 2)od^ ! bod^ ! SBenn eg aud^ nut öon l^eute toäte. 
— 3tn etnft, 3Kdtineai? ©milia ©alotti? — (gmilia ©alotti 
toät'e bie unglüdttid^e Staut, bie bet 5ßrinj ttöftet? 
15 ^atintUi (vor fic^). ©oQte id^ il^t fd^on gu biel gefagt 
l^aben? 

Dtfina, Unb ®taf Sl^^tjiani toat ber Sräutigam biefer 
Staut? ber eben etfd^offene 3lt3^)iani? 

a^atittettt. 9iid^t anbete, 
ao jDrflna» Sraöo ! braöo ! brabo ! On bie ^«nbe fc^iagenbo 

VtaxintUl SSie ba$? 

Drfltta. Äüffen möd^t' id^ ben 2:eufel, ber il^n baju ber» 
leitet l^at ! 

aWariitetti- 2Ben? herleitet? toogu? 
35 Drptta. ga, lüffen, lüffen möc^t' id^ il^n — Unb fo^xm 
©ie felbft biefer 2:eufel toären, 3KarineIIi. 

matintUU @täfin ! 

Drpua. Äommen ©ie l^et! ©el^en ©ie mid^ an! fteif 
an ! Slug' in Sluge I 
90 matintUl 9tun? 

Crfraa, SEBiffen ©ie nid^t, toa« id^ benle? 
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maxintUl SSBie Um xd) ba«? 

Orfina» §aben ©ie leinen Anteil batan? 

SRariitem- SBoran ? 

Dtfuia» ©d^toören ©ie ! — 9iein, fd^toören ©ie nid^t. ©ie 
möd^ten eine ©ünbe mel^r begeben — Ober ja, fd^toören ©ie 5 
nur, ®ine ©ünbe mel^r ober toeniger für einen, ber bod^ 
berbammt ift ! — ^ahm ©ie leinen Slnteil baran? 

^axintUu ©ie etfd^reden mid^, ©räjtn. 

Drflita. ®etoi^ ? — 3l\m, 5KarineIIi, argtool^net ^l^r gute« 
ißet} oud^ nid^t«? 10 

maxintUl SBa«? toorübet? 

Orftna- SBol^I, — fo toitt id^ 3^«^^ ^^^^8 öetttauen, — 
ettoag, ba« ^^ntn jebe« §aar auf bem Äo^)f e ju Serge fträuben 
foH. — Slber l^ier, fo nal^e an ber 3:i^üre, möd^te un« jemanb 
l^ören. Äommen ©ie l^ierl^er, — Unb ! (tnbem pe ben ginger out 15 
ben sKunb legt) §ören ©ie ! ®anj in gel^eim ! ganj in gel^eim ! 

(unb i^ren SDlunb feinem D^re nähert, ald 06 fle i^tn supftem xooUtt, toaS fie aber 

fe^r lout m 8ttf(5reiet) ®er $rinj ift ein 5Körber ! 

TlatintUi. ®räfin, — (Sräjin — ftnb ©ie ganj bon 
©innen ? ao 

Orfitta* SSon ©innen ? $a ! I^a ! l^a ! («u» »ooem ©oife lot^enb.) 
3d^ bin feiten ober nie mit meinem SSerftanbe fo tool^I ju* 
frieben getoefen afe eben i^t, — Sw^^I^Pö/ SKarineHi ; — 
aber e« bleibt unter nn^ (tetfe) ber 5ßrinj ift ein SDWrber ! be8 
®rafen 2l^)^)iani 5Körber ! — ®en l^aben nid^t Släuber, ben 25 
l^aben ^elfer^l^elfer be« ^rinjen, ben l^at ber $rinj umge« 
brad^t ! 

^axintUu SBie lann ginnen fo eine Slbfd^eulid^leit in ben 
5Kunb, in bie ©ebanlen lommen? 

Orfiita. SBie ? — ®anj natürlid^. — SKit biefer ©milia 30 
©alotti, bie l^ier bei il^m ift, — beren SSräutigam fo über 
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$alg über Rop^ ftd^ an^ bet SEBelt trotten muffen, — mit 
biefer ßmilta ©alotti l^at ber $rinj l^eute morgen in ber §atte 
bei ben Sominifanem ein Sangen unb Sreite^ gef^jrod^en, 
2)a« toei^ id^; bag ^aben meine Äunbfd^after gefe^en. ©ie 

5 l^aben and) gehört, toa« er mit il^r gef^)rod^en. — 3lun, guter 
§err? Sin id^ t>on ©innen? 3^ reime, bäd^t* id^, bod^ nod^ 
fo jiemlid^ jufammen, toag jufammen gel^ört. — Ober trifft 
aud) ba§ nur fo öon ungefähr ju? 3f^ S^nen aui) bag 
Bufatt? D, SKarineüi, fo berfte^en ©ie auf bie »og^eit ber 

lo SKenfd^en fid^ iUn fo fd^Ied^t aU auf bie 3Sorfid^t. 

mavintUl ©räfin, ©ie tt)ürben ftd^ um ben §al$ reben — 

Drflna* SBenn id& ba§ mel^rern fagte? — ®efto beffer, 

befto beffer ! — 5Korgen loitt id^ e^ auf bem 5KarIte aufrufen.- 

— Unb toer mir tt)iberfj3rid^t — tt)er mir toiberf^)rid^t, ber 

15 toar beg 5Körber3 ©^)ie^gefette. — Seben ©ie tool^I. Onbem pe 

fortgeben xoxü, begegnet fie an ber Z^üvt bem alten ®a[otti, ber etltgft l^ereintritt.) 



Sedjfter 2tuftritt* 

Oboarbo ©alotti. 2)ie ©räfin. aRarinelll. 

Dboarbo ®aIotti. SSerjeil^en ©ie, gnäbige ^rau — 
Orfwa. 3d^ ^abe ^ier nid^tg.ju öerjeil^en. ®enn id^ l^abe 
' l^ier nid^tg übel ju nehmen — 2ln biefen §erm toenben ©ie 

2o fid^. (3^n nad^ bem SKartneat weifenb.) 

aiilarinelKi (tnbem er i^n erbiitfet, »or m^ 3?un öotteub^ ! ber 
alte! — 

Oboarbo« 3Sergeben ©ie, mein §err, einem SSater, ber 
in ber äu^erften Seftürjung ift, — ba^ er fo unangemelbet 
25 l^ereintritt. 
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Drftita. aSatcr ? («e^rt wicber um.) ©et Smilia, ol^ne 3hJetfeL 

— §a, tt)ittfommen! 

Oboatbo. ®in Sebienter !am mir entgegengef^jrengt mit 
ber SRad^rid^t, ba^ ^icr^erum bie SKeinigen in ©efal^r tt)ären. 
^d^ fliege l^erju unb l^öre, ba^ ber ®raf 2lj3j3iani bertounbet 5 
toorben; ba^ er naä) ber ©tabt jurü* gef e^ret ; ba^ meine 
grau unb %o6)ttx ftd^ in bag ©d^Io^ gerettet. — SD3o ftnb 
fte, mein $err, too ftnb fte? 

matintül ©ein ©ie'rul^ig, iperr Dberfter. S^rer ©e« 
mal^Iin unb ^l^rer 2:oci^ter ift nid^tg Übel« toiberfa^ren, ben 10 
©d^red aufgenommen, ©ie beftnben ftd^ beibe tool^l. ®er 
$rinj ift bei il^nen. ^d) gel^e fogleid^, ©ie ju melben. 

Oboatbo* SBarum melben? erft melben? 

^axintUi. 2lug Urfad^en — bon toegen — öon toegen be« 
^rinjen. ©ie toiffen, §err Dberfter, toie ©ie mit bem 5ßrins 15 
Jen ftel^en, 3fiid^t auf bem freunbfd^aftlid^ften gu^e. ©0 
gnäbig er ftd^ gegen ^\)xt ©ema^Iin unb X^od^ter bejeiget : 

— @« fmb 2)amen — toirb barum aud^ ^f)x unvermuteter Sin* 
blidf il^m gelegen fein? 

Oboatbo. ©ic l^aben red^t, mein §err, ©ie l^aben red^t. ao 
WlavintUu 2lber, gnäbige ©räfin, — fann id^ öor^er bie 
©l^re l^aben, ©ie nac^ '^l^xtm SßSagen ju begleiten? 
Dtfina. 3?id^t bod^, nid^t bod^. 

ä^arineHi (pc bei ber $onb nid^t unfanft ergreifenb). grlaubeu ©ie, 

ba| id^ meine ©d^ulbigfeit beobad^te. — 25 

£)xfxm, 9lur gemad^! — ^d^ erlaffe ©ie beren, mein 
§err! 2)a^ bod^ immer '^ijxt^Uxci)^ §öflid^leit jur 
©d^ulbigfeit mad^en, um, toa« eigentlid^ i^re ©d^ulbigleit 
toöre, ate bie Slebenfad^e betreiben ju bürfen! — 2)iefen 
toürbigen 5Kann je el^er je lieber ju melben, ba« ift gi^re 30 
©d^ulbigleit. 
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3Rariitem, gSergeffen ©ie, tea« Sinnen bet $rinj felbft 
befohlen ? 

Drfina- @r lomme unb befehle e« mir nod^ einmal. 3^ 
erwarte il^n. 

5 WlaXXntUx (Icifc a« bcm Dbcrften, ben er beifcitc jiebct). 5Kein ipett, 

\(f) mu^ ©ie l^ier mit einer 2)ame laffen, bie — ber — mit 
beren SSerftanbe — ©ie öerftel^en mid^. ^6) fage ginnen biefe«, 
bamit ©ie tüiffen, tt)a§ ©ie auf i^re SReben ju geben l^aben, 
— beren fte oft f e^r feltfame fül^rtt. 2lm beften, ©ie laffen 
lo fid^ mit il^r nid^t in« SDSort, 

Dboatbo. Siedet tool^I. — ©ilen ©ie nur, mein $err. 



Siebenter 2tuftrttt. 

' S)tc ©rdfin Drfina. Dboarbo (Salottl. 

Orfuta (nad^ einigem ©ttafd^weiöen, unter XDtldftm \it ben DBerflen mit 
aWitleib betrod^tet, fo wie er fic, mit einer pd^tigen iReugicrbe). 3Q3a$ er 

Sinnen aud^ ba gefagt l^at, unglüdflid^er ^Ulann ! — 
15 Dboarbo (baib »or fid^, baib gegen fie). Unglüdflid^er ? 

Drfma. ©ine SKJa^r^eit toar eg geh)i^ nid^t ; — am toenigften 
eine t>on benen, bie auf ©ie toarten. 

Dboarbo. 3(uf mid^ harten ? — 3Bei^ id^ nid^t fd^on ges 
nug ? — 5Kabame ! — Sfber reben ©ie nur, reben ©ie nur. 
20 Drfina. ©ie toiffen nid^t^. 
Dboarbo. 5Rid^tg? 

Drfitto. ®uter, lieber 3Sater ! — SKJa« gäbe id^ barum, 
Wann ©ie aud^ mein 3Sater toären! — Serjeil^en ©ie! bie 
Unglüdflid^en fetten ftd^ fo gern aneinanber. — 3d^ tooHte 
25 treulid^ ©d^merj unb SGBut mit ^\)mn teilen. 
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Dboarbo, ©d^merj unb SBut ? 5Kabame ! — 2lber xd) 
bergcjfe — SRcben ©ie nnr. 

Drpna. SBenn e$ gar S^if^ etnjtge X^od^ter — S^'^ einjigc« 
Äinb toörc ! — 3*^^^^ ^^WQ «>^^^ «i^** 2)öS unglüdEIid^e Äinb 
ift immer ba« einzige. 5 

Oboarbo, ®aS unglüdlid^e ? — ^Ulabame ! — SBa« toill ic^ 
bon il^r ? — 2)oci^, bei ®ott, fo f^)rid^t leine SBal^ntoi^ige ! 

Orfma- SBal^nlüi^ige ? 2)a$ toar e§ alfo, hja^ er 3^»^^« 
öon mir vertraute? — 9lun, nun, e« mag leidet feine t>on 
feinen gröbften Sügen fein, — 3^ f^^Ie fo trag ! — Unb lo 
glauben ©ie, glauben ©ie mir : toer über gelüiffe 2)inge ben 
SSerftanb nid^t verlieret, ber i^at leinen ju verlieren. — 

Dboarbo, SBag foll id^ beulen? 

Drfma, 2)a^ ©ie mid^i alfo ja nid^t öerad^ten ! — 2)enn 
aud^ ©ie l^aben 3Serftanb, guter älter, aud^ ©ie. — ^6) fe^' 15 
eg an biefer entfd^Ioffenen, el^rloürbigen 5Kiene. 2lud^ ©ie 
l^aben SSerftanb; unb e^ loftet mid^ ein äBort, — fo l^aben 
©ie leinen. 

Dboarbo. 5Kabame! — ^Ulabame! — 3^ ^^^^ f^o»^ 
feinen mel^r, nod^ e^e ©ie mir biefeg SGBort fagen, tt)enn ©ie 20 
mir eg nid^t balb fagen. — ©agen ©ie eg ! fagen ©ie e§ ! — 
Ober eg ift nid^t toal^r, — e$ ift nid^t toal^r, ba^ ©ie öon jener 
guten, unfern 5Witleibg, unferer §od^ad^tung fo tt)ürbigen ©ats 
tung ber SBa^ntoi^igen finb — ©ie finb eine gemeine S^l^örin. 
©ie l^aben nid^t, toag ©ie nie l^atten. 25 

Drfma. ©0 merfen ©ie auf ! — SEBa« lüiffen ©ie, ber ©ie 
fd^on genug tt)iffen lootten ? 2)a^ 3l^)j3iani berlounbet tt)orben? 
5Rur öertt)unbet ? — 2l^)^)iani ift tot ! 

Dboarbo. 2:ot ? tot ? — §a, grau, ba« ift tt)iber bie Slbrebe. 
©ie wollten mid^ um ben SSerftanb bringen, unb ©ie bred^en 30 
mir ba« ißerj. 
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Drfma. ®a« beider! — SRur toettcr. — 3)er Sräuttgam 
ift tot : unb bie Sraut — 3^^^ SCod^ter — fd^Iimmer afe tot. 

Dboarbo. ©d^limmcr? fd^Iimmcr aU tot? — 3lbcr boc^ 

jugleid^ aud^ tot? — 2)enn td^ lennc nur ein ©d^Iimmercg — 

5 Drfma. 5ltd^t jugleid^ aud^ tot. 9iein, guter 3Sater, nein ! 

— ©ie lebt, fte lebt. Sie h)irb nun erft red^t anfangen gu leben. 

— ©in Seben bott SBonne ! ba« f d^önfte, luftigfte ©d^Iaraffen« 
leben, — fo lang' e$ bauert. 

Dboarbo. 2)a§ SJBort, 3Rabame, ba« einjige SKJort, bag mic^ 
lo um ben 3Serftanb bringen foH ! §erau^ bamit ! — (S>d)ütUn 
©ie nid^t ^f^xtn S^ro^jfen ©ift in einen ßimer. — ®ag einzige 
SBort! gefd^lüinb. 

Drfma. 3lun ba ; bud^ftabieren ©ie e« jufammen ! — 2)e« 
3Rorgeng f^jrad^ ber 5ßrinj Sl^re 3:od^ter in ber 5Keffe, beS 
15 3?ad^mittag3 l^at er fte auf feinem Suft — Suftfd^Ioffe. 

Dboarbo. (Bpxad) fte in ber ^Uleffe? 2)er 5ßrinj meine 
SCod^ter? 

Drfma. ^Ulit einer SSertrauIid^feit ! mit einer g^^ninft ! — 

©ie l^atten nid^t^ Äleine^ abjureben. Unb redbt gut, it)enn e^ 

20 abgerebet toorben ; red^t gut, toenn 3^^^^ 3^od^ter freitüiflig fid^ 

l^ierl^er gerettet ! ©e^en ©ie : fo ift e^ bod^ feine geh)altfame 

®ntfül^rung, fonbern blofe ein Heiner — f leiner SKeud^elmorb. 

Dboarbo. 3SerIeumbung ! öerbammte 3Serleumbung ! ^^ 
lenne meine 3:od^ter. 3ft e$ ^Uleud^elmorb, fo ift e« aui) 

25 gntfül^mng. — (Slicft wirb um M «nb llotnpft unb fd^äumet.) 3?un, GlaUs 

bia ? 5Run, 5Wütterd^en ? — §aben tt)ir nid^t ^Jreube erlebt ! D 
be^ gnäbigen ^rinjen! D ber ganj befonbern ©l^re! 

Drfma. SBirlt e§, 2llter? toirft eg? 

Dboarbo. 2)a ftel^' id^ nun bor ber §öl^Ie be^ Släuberg — 

30 (3nbem er bcn KoÄ t)on bctben ©citcn au§cinanber fc^Iägt unb flc^ o^nc ©eroc^r 

lic^t.) SBunber, ba^ id^ au§ (Silfertigfeit nid^t auc^ bie §änbe 
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JUrÜ* gelaffen ! — («« aUc ©c^uöfäde fü^Ienb, alS etn>08 Menb.) 3lx6)t^ ! 

gar ntd^t^! nirgenb^l 
Drflna. §a, id^ bcrftel^e! — ®amit lann td^ au^l^elfen! 

— ^^ ^cA^ einen mitgebrad^t. ((Smcn 2)oid^ ^«»orsie^enb.) ®a 
ncl^men ©ie ! ncl^men ©ie gefd^tt)inb, c^ un$ jemanb fielet ! — 5 
2Iud^ l^ätte id^ nod^ ettoa«, — ©ift. SIber ®ift tft nur für ung 
SBeiber, nid^t für SKänner. — 9lel^men ©ie il^n ! mm bcn 2)oi(^ 
oufbrinßenb.) 9Jel^mcn ©te ! 

Dboarbo. ^d) banle, id^ banfe. — Siebe« Jtinb, toer toieber 
fagt, ba^ bu eine 9lärrin bift, ber i)at e§ mit mir ju t^un. 10 

Orflna. ©tedfen ©ie beifeite ! gefd^lüinb beifeite ! — 5Kir 
toirb bie ©elegenl^eit berfagt, ©ebrauc^ babon ju mad^en. 
^l)mn tt)irb fie nid^t fehlen, biefe ©elegenl^eit : unb ©ie toer* 
ben fie ergreifen, bie erfte, bie befte, — tüttin ©ie ein 5Kann 
finb. — 3^r ^ ^^^ ^wr ein SBeib ; aber fo lam id^ l^er ! f eft 15 
entfd^Ioffen ! — SBir, Sllter, h)ir lönnen ung ade« bertrauen. 
^tnn h)ir finb beibe beleibiget ; bon bem nämlid^en 3Serfül^rer 
beleibiget. — 311^, toenn ©ie toü^ten, — toenn ©ie toü^ten, toie 
überfd^tt)änglid^, tt)ie unau^fjjred^Iid^, tüie unbegreiflid^ id^ bon 
il^m beleibiget tüorben unb nod^ toerbe : — ©ie lönnten, ©ie 20 
lüürben ^l^re eigene Seleibigung barüber bergeffen. — kennen 
©ie mid^ ? 3^ Mn Drftna, bie betrogene, berlaffene Drfina. — 
3tt)ar üieHeid^t nur um S^re 2^od^ter berlaffen. — ®od^ toa« 
fann ^\)x^ 3:od^ter bafür ? — 33alb lüirb aud^ fie berlaffen fein. 

— Unb bann lüieber eine ! — Unb tt)ieber eine ! — §a ! 25 
(wie in bcr (Sntaütfunß) mld) eine l^immlifd^e 5ßl^antafie f SDSann 
trir einmal alle, — trir, ba« ganje §eer ber SSerlaffenen — toir 
alle, in Sacd^antinnen, in ^urien t>ertt)anbelt, totnn tt)ir alle 
il^n unter un« l^ätten, i^n unter un« jerriffen, jerfleifc^ten, fein 
gingetoeibe burd^mül^Iten, — um ba« §erj ju finben, ba« ber 30 
SSerräter einer jeben öerfjjrac^ unb leiner gab ! §a ! baS foHte 
ein %ani Serben! ba« fottte! 
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Tldfkv 2tuftrttt. 

(Slaubia ©alotti. 5[)ie SSorigen. 
(3!Iattbia (bte im ^eteintreten {!c^ umfielet unb, fobalb fle il^ren (Sema^l 

erbiwt, ouf i^n aufKcßet). (grtaten ! — 3(^, unfer Sef d^ü^er, unfer 
Sletter! »ift bu ba, Dboatbo? 33ift bu ba? — Slug il^rem 
SBif^jem, au« i^ren 5Kietten fd^Iol id^ e«. — 3Ba« foH ic^ bit 
5 fagen, toenn bu nod^ ntd^tg toci^t ? — SBag f ott id^ btr fagen, 
toenn bu f d^on attc^ toci^t ? — Slbcr toir fmb unf d^ulbig. 3^ 
bin unfd^ulbig. S)eine 3:od^ter tft unfd^ulbig. Unfd^ulbig, in 
allem unf d^ulbig ! 

DboarbO (ber flc^ bei Crbliäung feiner ®ema^Iin )u faffeu gefud^t). ®vA, 

lo gut. ©ei nur rul^ig, nur ru$ig — unb antworte mir. (Segen 
bie Drfino.) Jlid^t, 5Kabame, afe ob id^ nod^ jtoeifelte — 3f* ^^^ 
®raf tot? 

aianbia. 3;ot. 

Dboarbo« 3ft ^ toal^r, ba| ber $rinj l^eute morgen (Smilien 
15 in ber SKeff e gef ^jrod^en ? 

(Skitbia» SBal^r. Sfber toenn bu toü^teft, toeld^en ©d^redt 
e« il^r öerurfad^t, in toeld^er Seftürjung fte nad^ §aufe 
lam — 

Orfina. yiun, l^ab' id^ gelogen? 

20 Dboarbo (mit einem bittern Sad^en). gd^ tooHt* aud^ uid^t, ©ie 

l^atten ! Um toie öiele« nid^t ! 

Drfma. Sin id^ toal^nlüi^tg ? 

Dboarbo (wiib bin unb ^er gebenb). D — uod^ bin id^ eg aud^ 
nid^t. 
25 (Slanbia. 3)u geboteft mir rul^ig ju fein, unb id^ bin rul^ig. 
— Sefter ^Ulann, barf and) \d) — id^ bid^ bitten — 

Oboarbo. 3Ba« toillft bu? S3in id^ nid^t ru^ig? Kann 
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man rul^ifler fein, ali xä) hin ? — (®i* swingenb.) SBeift e« (Smilia, 
ba^ 3f^)^)iam tot ift? 

©lattbia. SDSiff en lann fte e8 nid^t. Slber id^ fütd^te, ba^ fte 
e8 argtool^net, tocil er nid^t erfd^einet. — 

Oboarbo. Unb fte jammert unb toinfelt — 5 

eiaitbia. 3?id^t me^r. — 2)a« ift borbei : nad^ il^rer Slrt, 
bie bu lenneft, ©ie ift bie gurd^tfamfte unb (gntfdS>Iof[enfte 
unferg ©efd^led^t«. gl^rer erften ßinbrüdfe nie mäd^tig, aber 
nad^ ber geringften Überlegung in aHe« fid^ finbenb, auf 
aUeS gefaxt, ©ie mt ben ^rinjen in einer ßntfemung, fte 10 
f^)rid^t mit il^m in einem 2:one — SKad^e nur, Dboarbo, ba^ 
toir toeglommen. 

Dboorbo. gd^ bin gu $ferbe. — SBa« ju tl^un? — 3)od^, 
SDlabame, ©ie fal^ren ja nad^ ber ©tabt jurüd? 

Drftna* Slidjft anber«. 15 

Dboarbo. §ätten ©ie toolj^I bie ©etoogenl^eit, meine grau 
mit ftd^ ju nel^men ? 

Orftita, aiäarum nid^ft? ©el^r gem. 

Dboarbo. ßlaubia, — (t^r bie ©rafin uiannt maättnh) bie @räfin 
Drftna, eine ®ame bon großem Serftanbe, meine greunbin, 20 
meine SESol^It^äterin. — 2)u mu^t mit il^r l^erein, um ung fo^ 
gleid^ ben SDSagen l^eraug ju fdjfidten. ßmilia barf nid^t toieber 
nad^ ©uaftalla. ©ie foH mit mir. 

aiattbta. 3lber — toenn nur — ^d) trenne mid^ ungern 
bon bem Äinbe. 25 

Dboorbo. 8Ieibt ber SSater nid^t in ber giäl^e? 3Dlan toirb 
il^n enblid^ bod^ borlajf en. Äeine ßintoenbung ! — Äommen 
©ie, gnäbige %xa\u (setfe lu i^r.) ©ie toerben bon mir l^ören. 
— Äomm, ßlaubia. («r wrt pc ob.) 
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(Erfter 2tuftritt. 

ÜÄarincIIi. 3)er ^rina. 

TlüxintUL §iet, gnäbiöer §crr, au« biefem tJenfter fönnen 
©ie tl^n feigen. (Sr gel^t bie 2lrfabe auf unb niebct, — ßben 
biegt er ein ; er lömmt. — 3fiein, er feiert toieber um — (Sanj 
einift ift er mit ftd^ noä) nid^t. Slber um ein ©ro^e« rul^iger 

5 ift er — ober fd^einet er. %ixv un§ gleid^öiel ! — SRatürlid^ ! 

SBa« t^m auä) beibe SBeiber in ben Rop^ 0efe|t l^aben, tt)irb er 

e« toagen ju äußern ? — 2öie Sattifta gel^ört, foH il^m feine 

•g^rau ben SBagen fogleid^ l^erau^fenben. ®enn er lam ju 

$ferbe. — ®thtn ©ie ad^t, toenn er nun öor S^nen erfd^einet, 

lo totrb er ganj untertl^änigft (Surer 2)urd^Iaud^t für ben gnäbigen 
©d^u^ banlen, ben feine gamilie bei biefem fo traurigen 3«- 
falle l^ier gefunben ; toirb ftd^ mit famt feiner 2:od^ter ju fer« 
nerer ©nabe em^)f e^Ien ; toirb fie rul^ig nad^ ber ©tabt bringen 
unb eg in tieffter Unterwerfung ertüarten, toeld^en toeitem Sin« 

15 teil (Suer Surd^Iaud^t an feinem unglüdEIid^en, lieben 5Käbd^en 
ju nel^men gerufen tooHen. 

^er^Hnj. ^znn er nun aber fo jal^m nid^t ift? Unb 
fd^toerlid^, fd^loerlid^ tt)irb er e§ fein. 3^^ ^^^^^ ^^^ 5" 0wt. — 
SBenn er l^öd^ften« feinen Strgtoo^n erftidft, feine SBut berbei^t: 
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aber Smilien, anftatt fte naä) ber ©tabt ju fül^ren, mit ftd^ 
nimmt? bei fid^ behalt? ober tool^I gar in ein Älofter au^er 
.neinem (Sebiete öerfd^Ue^t ? 2Bie bann? 

SRarmenu 2)ie fürd^tenbe Siebe fielet toeit, SBSal^rlici^ ! — 
aber er toirb ja nid^t — 5 

^er ^Hnj. SBenn er nun aber ! SBie bann ? SEBa« toirb e« 
un3 bann Reifen, ba^ ber unfllücHid^e ©raf fein Seben bartiber 
verloren ? 

aWarineHi. SDBoju biefer traurige ©eitenblid? SSortoärt«! 
benft ber ©ieger, eg falle neben il^m ^einb ober ^reunb. — lo 
Unb toenn aud^ ! SOBenn er e« aud^ WoUU, ber alte 5ieibl^art, 
toa« ©ie öon i^m fürdjften, 5ßrinj : — (üönricgenb) 2)a« gel^t ! 
3d^ l^ab* e« ! — SBeiter al8 jum 3BoIIen fott er e« getoi^ nid^t 
bringen. (Setoi^ nid^t ! — 3lber ba^ tt)ir ilj^n nid^t aug bem 
©efid^te öerlieren ! — («ritt »icbcr ons gcnftcr.) Salb l^ätt* er unS 15 
überrafdjft! (Sr lömmt. — Saffen ©ie un§ il^m nod^ aug* 
toeid^en, unb l^ören ©ie erft, 5Prinj, toaS toir auf ben ju bes 
fürd^tenben gatt tl^un muffen. 

^er ^ritts (bro^enb). 9lur, 5KarineIIi ! — 

SRorinem. ®ag Unfc^ulbigfte bon ber äBelt! ao 



Streiter Jtuftrttt» 

Dboarbo ®aIotti. 9lod^ niemanb l^ier? — ®ut, id^ foH nod^ 
lälter toerben. ®« ift mein ©lud. — 3li6)t^ öeräd^tlid^er al8 
ein braufenber 3üngIing«Io^)f mit grauen §aaren! 3^ ^^b* 
e3 mir fo oft gejagt. Unb bod^ lie^ id^ mid^ fortreiten, unb 
üon toem ? 33on einer ©iferfüc^tigen, öon einer für 6if erfud^t 25 
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333al^ntot|tflen. — 2Ba8 f^at bte geftänite 2:ugenb mit ber 
SRad^e be« Saftet« ju fd^ajfen? 3ene aUetn l^ab' id^ ju* retten, 
— Unb beine ©ad^e, — mein ©ol^n ! mein ©ol^n ! — 
SQäeinen lonnt* id^ nie; — unb toiK eg nun nid^t erft lernen 

5 — Seine ©ad^e toirb ein ganj anbetet ju feinet mad^en! 
®enug füt mid^, toenn bein 5Kötbet bie 3=tud^t feine« SSet« 
bted^en« nid^t geniest. — 2)ieg mattete il^n mel^t aU ba« SSets 
bted^en ! SDSenn nun balb il^n ©ättigung unb ßfel bon Süften 
gu Stiften tteiben, fo öetgäHe bie ©tinnetung, biefe eine Suft 

lonid^t gebü^et ju l^aben, il^m ben ®enu^ aHet! gn jebem 
2:taume fülj^te bet blutige Stäutigam il^m bie Staut bot ba« 
S3ette; unb toann et bennod^ ben tooHüftigen 2ltm nad^ il^t 
auSfttedtt; fo l^öte et ^)Iö^Iid^ ba« $ol^ngeIäd^tet bet ^ölle 
unb ettoad^e! 



Dritter 2tuftrttt* 

9Rarine(Ii. Cboarbo ®a(otti. 

15 aRoriitetti* SBo blieben ©ie, mein $err ? too blieben ©te ? 

Oboatbo, SBar meine 2:od^ter l^ier? 

aWoriitem. 3l\^i fte, aber ber $rinj. 

Dboatbo. gr berjeil^e, — 3^ ^^^^ ^^^ ®räfin begleitet. 

fSfUtintUl Slun? 
ao Oboatbo, 3)ie gute 3)ame! 

matintUl Unb Sl^re ©emal^Iin? 

Dboarbo. 3ft mit ber ©räfin, — um un« ben SSSagen 
fogleid^ l^erau«jufenben, ®er $rinj Vergönne nur, ba^ id^ mid^ 
fo lange mit meiner S^od^ter nod^ l^ier öertoeile. 
«5 maxinttCu aOäogu biefe Umftänbe? äBürbe ftd^f ber ^ring 
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nid^t ein SSctgnüflen batau« gemad^t l^aben, fte bcibe, SDlutter 
unb %od)t^x, fclbft nad^ ber ©tabt ju bringen? 

Oboarbo. 3)ie 2:od^ter toenigfteng toütbe biefe ®l^te l^aben 
»erbieten muffen. 

manntUu äSiefo? 5 

Cboatbo« ©ie foß nid^t mel^r nad^ ©uaftatta. 

^atintUu 9lid^t? unb toarum nid^t? 

Oboarbo. S)er ®raf ift tot. 

SÄarittetti, Um fo öiel mel^r — 

Cboatbo« ©oH fie mit mir, lo 

aRamem. 3Kit Sinnen? 

Dboarbo« 5IRit mir. 3^ f^Ö^ S'^«^'^ 1^/ ber ®raf ift tot — 
totnn ©ie e« nod^ nid^t toiffen — 3Ba« f)at fte nun toeiter in 
©uaftaHa ju tl^un ? — ©ie foü mit mir. 

WtatintUu SlHerbina^ tt)irb ber lünftige Slufentl^alt ber 15 
a^od^ter eingig öon bem SSBiUen be^ SSaterg abl^angen. SRur 
öor« erfte — 

Dboorbo. SBa« bor« erfte? 

aWarittcm. SBerben ©ie tool^I erlauben muffen, $err Ober« 
fter, ba^ fte nad^ ©uaftaHa gebrad^t toirb. 20 

£)b0arb0« 5Keine 2:od5>ter? nadjf ©uaftaUa gebrad^t toirb? 
unb toarum? 

Ttavinttil 333arum? (Srtoägen ©ie bod^ nur — 

Oboarbo (Wo), ßrtoägen ! ertoägen ! ^ä) ertoäge, ba^ l^ier 
nid^tg ju ertoägen ift, — ©ie foH, fte mu| mit mir. 25 

^Rarineaü D, mein §err, — toa« braud^en toir ung 
l^ierüber gu ereifern? ®g fann fein, ba^ id^ mid^ irre, ba^ 
e« nid^t nötig ift, tt)ag id^ für nötig l^alte. — 3)er $rinj 
toirb es am beften ju beurteilen toiffen. 2)er $rinj ents 
fd^eibe. — 3^ 8^^* ^^'^ ^ole il^n. 30 
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ütertcr 2tuftrttt. 

Dboarbo ©alotti. 2Btc ? — 3?tmmermel^r ! — 5Dltt tootis 
fd^teiben, tt)o fte l^in foll? — üKir fte vorenthalten? — SBet 
tt)ill ba«? SBer barf baö?— Der l^ier alle« barf, tt)a« er 
lüill? ®nt, gut; fo foll er feigen, tt)ie biel aud^ id^ barf, ob 
5 tc^ eö fd^on nid^t bürfte*! Äurgfid^ttger SBüterid^ ! 5Kit bir WxU 
xi) es tool^I aufnel^men. SBer fein ®efe| ad^tet, ift eben fo 
mäd^tig, ate hjer lein ©ef e^ l^at. 3)a3 toei^t bu nid^t ? Somm 
an ! fomm an ! — 9lber fie^ ba ! ©d^on toieber ; f d^on tt)ieber 
rennet, ber 3om mit bem SBerftanbe baüon. — 3Bag tt)itt id^ ? 

lo @rft mü^t* eS bod^ gefd^el^en fein, toorüber id^ tobe. SBa« 
^)Iaubert nid^t eine ipoffd^ranje ! Unb l^ätte id^ i^n bod^ nur 
^)Iaubem laff en ! ^ätt^ x^ feinen 3Sortoanb, tt)arum fie tt)ieber 
nad^ ©uaftalla fott, bod^ nur angehört ! — ©o fönnte id^ mid^ 
je^t auf eine Sfnttoort gefaxt mad^en. — 3^^^ ^wf hJeld^en 

15 lann mir eine f eitlen? — ©oHtc fie mit aber fehlen ; foHte fie 
— aJlan fömmt. Slu^ig, alter Änabe^ rul^ig ! 



fünfter auftritt. 

S)er ^rinj. aJlarinelli. ODoarbo ©otottU 

®e? ¥ritt§» 211^, mein lieber, red^tfd^affner ©alotti, — 
fo etlüa« mu^ aud^ gefd^e^en, hjenn id^ ©ie bei mir fe^en 
fott. Um ein ©eringereö tl^un ©ie e« nid;t. 3)od^ leine 
«o gSortt)tirf e ! 

Dboarbo* ©näbiger §err, id^ l^alte e-3 in allen %äUm für 
unanft&nbtg, ftd^ gu feinem gürften ju brängen. 2öen er lennt. 
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ben toirb er forbern laf[cn, tt)enn er feiner bebarf. ©elbft i^t 
bitte id^ um 3Serjeil^ung — 

^er ^rittä» 9Bie mand^em anbem tooHte i6) biefe ftolje S3e= 
f d^eibenl^eit lüünfd^en ! — Sod^ jur ©ad^e. ©ie lüerben begierig 
fein, 3^re %od)Ux ju feigen, ©ie ift in neuer Unrul^e lüegen 5 
ber ^)lö^Iid^:n (gntfernung einer fo järtlid^en 5Wutter. — SKJoju 
aud^ biefe (Entfernung? 3^ toartete nur, ba^ bie liebengs 
toürbige ßmilie fid^ böHig erholet ^ätte, um beibe im S^rium^j^e 
nad^ ber ©tabt ju bringen, ©ie ^aben mir biefen 2^rium^)^ 
um bie §älfte berlümmert ; aber ganj toerbe id^ mir il^n nid^t 10 
nel^men laffen. 

€boarb0. 3« i)iel ©nabe ! — Urlauben ©ie, $rinj, ba^ 
id^ meinem unglüdflid^en Äinbe aüe bie mannigfaltigen Äräns 
fungen erf^)are, bie ^reunb unb ^einb, 5WitIeib unb ©d^aben* 
freube in ©uaftaHa für fie bereit galten. 15 

^er ¥Htt§* Um bie fü^en Äränfungen be« greunbeg unb 
be« 5KitIeibg toürbe eg ©raufamleit fein fie ju bringen. S)a| 
aber bie Äränfungen be^ geinbe^ unb ber ©d^abenfreube fie nid^t 
erreid^en foHen, bafür, lieber (Salotti, laffen ©ie mid^ forgen. 

Dboarbo* $rinj, bie bäterlid^e Siebe teilet i^re ©orge 20 
nidjft gem. — 3^ benfe, id^ toei| e«, toag meiner 2^od^ter in 
i^ren i^igen Umftänben eingig jiemet — ®ntf emung au^ ber 
SBelt, — ein filofter, — fobalb aU möglid^. 

2)e? Britta, ein Älofter? 

Dboarbo. S3i^ ba^in weine fte unter ben äugen il^rtg 25 
aSaterg. 

^er Britta» ©0 biel ©d^önl^eit foll in einem Älofter öer« 
blül^en? — S)arf eine einzige fel^lgefd^lagene Hoffnung ung 
gegen bie SEBelt fo unberföl^nlid^ mad^en ? — 2)od^ atterbingg : 
• bem SSater ^at niemanb einjureben. Sringen ©ie ilj^re 2^od5>ter, 30 
©alotti, tool^in ©ie tootten. 
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OHaxho (gegen awarineai). 3lun, mein $err? 

TtavintUu SBettn ©ie mid^ fogar auffobem ! — 

Dbnarbii* D mit nid^ten, mit ttid^tett. 

2)er ^nn%. SBag ^aben ©ie beibe ? 
5 €boarbo. TOd^t«, gnäbiger §err, ttid^t«. — SBir ertoägen 
blo^, toeld^er öon ung jtd^ in 3^^"^^ geirret l^at. 

2)er ^ntta. SBiefo ? — Sieben (Sie, 3Karinefft. 

a^arinetti« @g gel^t mir nal^e, ber (Snabe meine« dürften 
in ben SBeg ju treten. ®od^ tütnn bie greunbfd^aft gebietet, 
10 öor allem in il^m ben SRid^ter auf jufobem — 

^er Britta. SBeld^e , g^reunbf d^af t ? — 

^axxntUu ©ie tüiffen, gnäbiger §err, tuie fel^r id^ ben 
(Srafen 3l})})iani liebte, h)ie fel^r unfer beiber ©eelen ineinanber 
öertoebt fd^ienen — 
15 €boarbo» 3)a« tuiffen ©ie, ^ßrinj? ©o tuiffen ©ie eö 
toal^rlic^ allein. 

aRarittem» SSon il^m felbft ju .feinem Städter beftellet — 

€boarb0. ©ie ? 

SRarittcm. fragen ©ie nur ^f)n (Semal^lin. 5!Karinelli, 
ao ber 5Rame 5KarineCi toar ba« le^te SBort be« fterbenben ©ra* 
f en, unb in einem 3:one ! in einem 3:one ! — 2)a^ er mir nie 
au« bem ©el^öre lomme, biefer fd^redlid^e 3:on, toenn icfy 
nic^t aCe« antoenbe, ba^ feine SDlörber entbedt unb beftraft 
tuerben ! 
9s 2)er $riit}* SRed^nen ©ie auf meine fräftigfte 3Kittt)irfunö. 

€b0arbo* Unb meine l^ei^eften SBünfd^e ! — ®ut, gut ! — 
SlBer h)a« toeiter? 

2)er ^rittj. ®a« frag* id^, 3Rarinelli. 

aRarittcm. 3J{an l^at SSerbad^t, ba^ e« nid^t SRäuber gett)efen, 
30 toelc^e ben ©rafen angefaCen. 

Ob^arbo {mmm. 3Wd^t? loirllid^ nid^t? 
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SRametti« 3)a^ ein 3fiebenbu]^Ier \f)n au« bem SBege räumen 
laffen. 

ßboarbo (wtter). ©! @tn 9lebenbul^Ier ? 

maxxntUu 3l\6)t anber«. 

£)boa]rbo« 3fiun bann, — (Sott öerbannn' t^n, ben meud^el* 5 
mörberifc^en Suben! 

TlüvmtUu ©n 9lebenBul^Ier, unb ein begünftigter 9lebens 
bul^ler — 

Dboarbo. 2Ba«? ein begünftigter ? — SBa« fagen ©ie? 

maxintUl gfiid^t«, aU tt)a« ba« ©erüd^te Verbreitet. ic 

Oboarbo, @in begünftigter ? t>on meiner SCod^ter begünftiget ? 

maxmtUl 3)a« ift getoi^ nid^t. SDa3 lann nid^t fein. 
2)em hjiberfjjred^' id^, tro^ ^f)ntn. — aber bei bem aU^n, 
gnäbiger $err, — benn ba« gegrünbetfte SBorurteil toieget auf 
ber SBage ber (Sered^tigfeit fo öiel afö nid^tg : — bei bem allen 15 
tuirb man bod^ ni(^t uml^in fönnen, bie fd^öne Unglüdlid^e 
barüber ju öemel^mett. 

2)er ¥i^i«J» Satool^I ; allerbingg. 

ÜRarinem. Unb hjo anber« ? h)0 lann ba3 anber« gef d^el^en 
aU in ©uaftaSa? 90 

t>tx ¥«ttj. 2)a l^aben ©ie red^t, 3Karineffi ; ba l^aben ©ie 
red^t. — 3ä fo, bag öeränbert bie ©ac^e, lieber ©alotti. 3fiid^t 
toa^r? ©ie fe^en felbft — 

Oboarbo. D ja, id^ fel^e — 3^ f^^^^r h)ag ic^ fel^e. — 
©Ott! (Sott! 25 

2)er ¥Hns. 9Ba« ift gj^nen? 2Bag f)ahtn ©ie mit fid^? 

Dboarbo. 35a^ id^ e« nid^t borau^gefel^en, toa« ic^ ba 
fel^e. SDa« ärgert mid^, toeiter nid^tg. — 9lun ja; fte foff 
tüieber nad^ (Suaftaffa. ^6) toitt fte toieber ju il^rer 3Kutter 
bringen : unb big bie ftrengfte Unterfud^ung fie freigef })rod^en, 30 
tüitt id^ felbft and ©uaftalla nid^t toeid^en. 2)enn toer toei^. 
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— (mit einem bittem Sad^en) tUet iDCi^, oB blC (Scrcd^ttgleit ttici^t 

auc^ nötig finbet, mid^ ju öemel^men. 

S^iametti* ©el^r möglid^! 3*^ fold^en gätten tl^ul btc 
(Sered^tigleit lieber ju t>iel, afö ju toenig. — 2)al^er fürd^te 
5 id^ fogar — 

^er ^Jrittj. SBa«? toa« fürd^ten ©ie? 
SRaHttcKi. SKan toerbe borber^anb nid^t öerftatten fönnen, 
ba^ SKutter unb 3:od^ter fid^ fjjred^en. 
Oboarbo, ©id^ nid^t f^red^cn? 
lo WlüxintUu 5Kan tuerbe genötiget fein, 5!Rutter unb 2:od^ter 
ju trennen. 
Dboarbo. SKutter unb 3:od^ter ju trennen? 
^atintUu SKutter unb ^^od^ter unb SBater. 3)ie gorm 
beö aSerl^ör« erfobert biefe SBorftd^tigfeit fd^led^terbingg. Unb 
15 e« tl^ut mir leib, gnäbiger §err, ba^ ic^ mic^ gejtoungen fe^e, 
au^brüdlid^ barauf anjutragen, tuenigften^ @milien in eine 
befonbere SBertoal^rung ju bringen. 

Oboarbo. Sefonbere SSertoal^rung ? — ^ßrinj ! 5ßrinj 1 — 

3)od^ jja ; freilid^, freilid^ ! (Sanj red^t : in eine befonbere SBer« 

2o tt)al^rung ! 3lid^t, ?Prinj ? nid^t ? — D h)ie fein bie (Sered^tigleit 

ift ! SBortreff lid^ ! (%&^vt fd^nea nad^ be« ©d^ubfatfe, in weld^em er ben J)old^ ^nt.) 

^er ^J^ittä (fd^meic^eii^aft auf ii^n jutretenb). gaffen ©ie fic^, lieber 
©alotti — 

jOboarbo (beifeite, inbem er bie ^anb leer »ieber ^erauSsiel^t). ^a$ f))rad^ 

25 fein (Sngel ! 

^er ?ßritts. ©i« f^nb irrig ; ©ie öerftel^en il^n nid^t. ©ie 

beulen bei bem 3Borte SBertoal^rung tuol^I gar an ©efängni« 

unb Äerler. 

Oboarbo, Saff en ©ie ntid^ baran benfen, unb id^ bin ru^ig ! 

30 ^er ^rinj. Äein SBort öon Oefängnig, 5!KarineIIi ! §ier 

ift bie ©trenge ber ©efe^e mit ber Sld^tung gegen unbefd^oU 
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tenc 2:u0enb leidet ju öereinigen. 'iSS^nn ßmilia in befonbere 
aSertoal^rung gebrad^t toerben tnu^, fo toei^ id^ fd^on — bie 
atteranftänbigfte. S)a« §au§ meinet Äanjler«. — Äeinen 
2Biberf})rud^, 3KarineCi ! — 2)a toxü id^ jte felbft l^inbringen. 
3)a tüitt id^ jie ber Sluffid^t einer ber toütbigften 2)amen 5 
überöeben. 3)ie foff mir für fie bürgen, l^aften. — ©ie ge^en 
ju tücit, 3Karineffi, tt)irflid^ ju toeit, \otnn ©ie mel^r ber* 
langen. — ©ie lennen bod^, (Salotti, meinen Äanjier ®ri« 
malbi unb feine (Sema^Iin? 

Dboarbo. SBa« fottt* id^ nid^t? ©ogar bie Uebengtoürs 10 
bigen S^öd^ter biefeg ebeln ^ßaareö lenn* id^. SBer lennt fte 
nid^t ? — (Sv^ SKarineat.) gflein, mein §err, geben ©ie bag nid^t 
ju. SEBenn (gmilia bertoal^rt toerben mu^, fo muffe fie in bem 
tiefften fterfer bertoal^ret toerben. ©ringen ©ie barauf, id^ bitte 
©ie. — 3d^ St^or, mit meiner Sitte ! 3d^ alter ©ei ! — 3a 15 
tool^I l^at fte red^t, bie gute ©ib^IIe : SBer über getoiffe 3)inge 
feinen SSerftanb nid^t berlieret, ber l^at leinen ju berlieren ! 

2)er ^rtttj, 3d^ berfte^e ©ie nid^t. — Sieber ®aIottt, 
tua« f ann id^ mel^r tl^un ? — Saff en ©ie eg babei, id^ bitte ©ie. 

— 3^/ \^f itt i>Ä^ $ÄW« meine« Äanjier« ! 3)a foff fte l^in, ba 20 
bring' id^ fte felbft ^in ; unb toenn il^r ba nid^t mit ber äu^erften 
Std^tung begegnet tt)irb, fo l^at mein SBort nid^tg gegolten. 
Slber f orgen ©ie nid^t. — ®abei bleibt e« ! 3)abei bleibt e« ! 

— ©ie felbft, (Salotti, mit ftd^, fönnen e« l^alten, toie ©ie 
tüoffen. ©ie fönnen ung nad^ ©uaftaffa folgen ; ©ie fönnen 25 
nad^ ©abionetta jurüifel^ren, toie ©ie tooffen. ®g toäre lädier« 
Kd^, Sinnen borjufd^reiben. — Unb nun, auf SEBitberf el^en, lieber 
Oalotti ! — Äommen ©ie, 3Karineffi, e« toirb f^ät. 

jübnarbO (ber in tiefen ©ebanlen geflanben). SBie ? fo foff id^ fie 

gar nid^t f^red^en, meine 2:od^ter ? Sluc^ l^ier nid^t ? — 3d^ 30 
laffe mir ja affed gefallen ; id^ finbe ja affed ganj t^ortrefflid^. 
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3)ag §au« eineö Äanjierg ift natürltd^ertoeife eine fj^ciftatt ber 
2:u0enb. D, gnäbtger §err, bringen ©ie ja meine S^od^ter 
bal^in, nirgenbg anberö aU bal^in. — Slber f})reci^en toottt* ic^ 
fie bod^ gerne öorl^er. 2)er %oi beö ©rafen ift i^r noc^ un^ 
5 befannt. ©ie tuirb nid^t begreifen lönnen, toarum man fte 
t>on i^ren Altern trennet, '^i^x jenen auf gute Slrt beiju» 
bringen, fie biefer 3:rennung toegen ju berul^igen: — mu^ 
id^ fie f^red^en, gnäbiger §err, mu^ id^ jie fjjred^en. 

^er $m$. ©o fommen ©ie benn — 
lo Dboarbo. D, bie S^oc^ter fann aud^ tool^I ju bem 3Sater 
lommen. — §ier, unter t>ier Slugen, bin id^ gleich mit il^r 
fertig, ©enben ©ie mir fie nur, gnäbiger §err. 

^er ¥ntiä. 2lud^ bag ! — D (Salotti, toenn ©ie mein 
fjreunb, mein ^ül^rer, mein SSater fein tt)ottten ! (2)er ^vin «nb 

15 SWarinctti gelten a6.) 



Sec^fter 2tuftritt. 

Oboarbo @(alotti mm nod^fc^enb, nod^ einer «paufe). SQäarum uid^t? 

— §ei^Iid^ gem. — ^al ^al ^a ! — ' (»iwt »ub «m^er.) 2Ber 
lad^t ba? — 95ei ©ott, ic^ glaubt id^ toar eg felbft. — 
©d^on red^t ! Suftig, luftig ! 2)a« ©^iel gel^t ju ßnbe. ©0 

20 ober fo ! — Slber — (^«ufe) totnn fie mit il^m fid^ öerftünbe? 
SEBenn eg baS alltäglid^e ^offenfjjiel toäre ? SBenn fie e« nid^t 
tuert toäre, toa« id^ für fie tl^un toiff ? — (^aufe) gür fie tl^un 
h)iü ? SKJa« tüxü id) benn für fte t^un ^. — ^ah' xi) ba§ §erj, eg 
mir ju f agen ? — 35a benf ' id^ fo toai ! ©0 toag, toaS fid^ nur 

25 benfen lä^t! — ®rä^ltd)! gort, fort! ^d^ toxü fie nid^t ertoar:: 
itn. 9lein ! — (®egen ben ^^irnrnei.) SKJer fie unf d^ulbig in biefen 
Slbgrunb geftürjt l^at, ber jiel^e fie toieber l^erauS. SBag brandet 

er meine §anb bajU ? gort ! (Sr »ia ge^en unb ftel^t ©milten fommen,) 

3u fj)ät! 31^! er toill meine §anb, er toitt fiel 
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Siebenter 2tuftrttt 

etnilia. Dboarbo. 

ffittrtlia, aOSie? ©ie l^ier, mein SBater? — Unb nur ©ie? 

— Unb meine 3Kutter? nid^t ^ier? — Unb ber ®raf? nid^t 
l^ier ? — Unb ©ie fo unrul^ig, mein SBater ? 

Dboarbo. Unb bu fo ru^ig, meine S^od^ter? 

emilia. SBarum nid^t, mein SBater ? — ßnttoeber ift nid^tg 5 
Verloren, ober affe§. Stul^ig fein lönnen unb rul^ig fein muffen, 
fömmt eg nid^t auf eine«? 

Dboarbo. Slber, toag meineft bu, ba^ ber %aU ift? 

emitia. SDa^ alle« verloren ift; — unb ba^ toxx tool^I 
rul^ig fein muffen, mein SBater. 10 

Dboarbo. Unb bu toäreft rul^ig, toeil bu rul^ig fein mu^t ? 

— SBer bift bu? Sin 3Jläbd^en? unb meine Stod^ter? ©0 
follte ber 3Kann unb ber 3Sater fid^ tool^I t>or bir fd^ämen? 

— SIber la^ bod^ l^ören : toa« nenneft bu alle« verloren ? — . 

— ba^ ber ®raf tot ift? 15 
emilia. Unb toarum er tot ift! SBarum! §a, fo ift e« 

toal^r, mein SSater? ©0 ift fie toai)x, bie ganje fd^reilid^e 
Oefd^id^te, bie id^ in bem najfen unb toilben 3luge meiner 
5!Rutter la«? — SEBo ift meine 5Wutter? SBo ift fte ^in, mein 
aSater? . » 

Dboarbo. SBorau« ; — toenn toir anber« i^r nad^Iommen 

^ntilia. 3^ ^¥^f l^ '^^ff^'^- ^^^^ ^^^ ^^^ ®^^f *^^ ^% 
toenn er barum tot ift — barum ! toa« öertoeilen toir nod^ 
l^ier? Saffen ©ie un« fliel^en, mein SSater! 

Dboarbo. gliel^en ? — SBa« ^ätt* e« bann für 3fiot?— 25 
3)u bift, bu bleibft in ben §änben beine« 3läuber«. 

C^ntilia. 3^ hUxU in feinen §änben? 
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Dboarbo. Unb allein, o^ne beine SKutter, ol^ne mtd^. 

emilia» ^d^ allein in feinen §änben? — 9limntermel^r^ 
mein SBater. — Dber ©ie ftnb nid^t mein SSater. — ^d) allein 
in feinen §änben? — ®ut, laffen ©ie mid^ nur, laffen ©ie 
5 mid^ nur. — gd^ W'xU bod^ fel^n, toer mid^ l^ält, — toer 
mid^ Jtoingt, — toer ber 3Wenfd^ ift, ber einen SDlenfd^en 
jtüingen lann. 

Oboarbo. gd^ meine, bu bift ru^ig, mein Äinb. 

CSmilia. 2)a§ bin id^. 3lber Wa^ nennen ©ie rul^ig fein ? 
10 3)ie §änbe in ben ©d^o^ legen? Seiben, tt)a« man nic^t foffte? 
3)ulben, toag man nid^t bürfte? 

Oboarbo. §a ! toenn bu fo benfeft ! — Sa^ bid^ umarmen, 
meine S^od^ter! — ^d) f)aV e« immer gefagt: ba« ©eib 
tüollte bie 9latur ju i^rem 3Keifterftüde mad^en. Slber fie 
15 bergriff fid^ im 2^^one, fie nal^m il^n ju fein, ©onft ift affeg 
beffer an eud^ aU an un§. — §a, toenn bag beine Stulpe 
ift, f l^abe ic^ meine in il^r toiebergefunben ! Sa^ bic^ ums 
armen, meine 3:od^ter ! — 2)enle nur : unter bem aSortoanbe 
einer gerid^tlid^en Unterfud^ung, — o beg l^öCifd^en ©auIeU 
2o f})iele§ ! — rei^t er bic^ aug unfern Slrmen unb bringt bid^ 
jur ©rimalbi. 

(Smxixa, Steigt mid^? bringt mid^? — SBill mid^ reiben, 
tüitt mid^ bringen: W'xül \o\U\ — Site ob h)ir, h)ir leinen 
SBillen Ratten, mein SBater! 
35 Oboarbo. ^d^ tDarb aud^ fo tDütenb, ba^ id^ fd^on nad^ 
biefem 5E)oIc^e griff (i^n ^crausjtci^enb), um einem t>on beiben — 
Beiben ! — baö §erj ju burd^fto^en. 

(Jmtna. Um beö §immete lüiHen nid^t, mein SBater! — 
3)iefe« Sithm ift aUeö, Wa^ bie Safterl^aften l^aben. — 3Rir, 
30 mein SSater, mir geben ©ie biefen 3)old^. 

jOboarbo. Sinb, eö ift feine §aamabel. 
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CSntilia« ©o toerbe bie §aamabel jutn 2)oIci^e ! — ©leides 
Diel. 

Dboarbo, 3Q3a«? 2)al^tn tt)äre eö gefornmen? 9lici^t bod^, 
nid^t bod^ ! 93eftnne bid^. — Slud^ bu l^aft nur ein geben ju 
verlieren, 5 

emilia. Unb nur eine Unfd^ulb! 

Oboarbo, ®ie über äffe ©etoalt erl^aben ift. — 

emilia. Slber nid^t über äffe aSerfüJ^rung. — ©etoalt! 
©etoalt! SKJer lann ber Oetoalt nid^t trogen? SBa« ®e« 
toalt l^ei^t, ift nid^t« : SBerfü^rung ift bie tual^re (Setoalt. — lo 
3d^ ^abe Slut, mein SSater, fo jugenblid^eö, fo toarmeg Slut 
aU eine, 3lud^ meine ©inne ftnb ©inne. 3d^ fte^e für nid^tg. 
3d^ bin für nid^t^ gut. 3^ ^^^^^ '^^^ §äw« i^^ ©rimalbi. ®^ 
ift bag ^avL^ ber greube, Sine ©tunbe ba, unter ben %nQm 
meiner 3Kutter ; — unb eö erl^ob fid^ fo mand^er 2^umult in 15 
meiner ©ecle, ben bie ftrengften Übungen ber Steligion faum in 
SEBod^en befänftigen fonnten. — 35er SReligion ! Unb toelc^er 
Sieligion ? — Stid^tg ©d^Iimmere^ ju öermeiben, fjjrangen S^aus 
fcnbe in bie g^luten unb ftnb ^eilige ! — ©eben ©ie mir, mein 
aSater, geben ©ie mir biefen J)oId^. ao 

Oboarbo, Unb toenn bu il^n lennteft, biefen 3)old^! — 

@mUia, SBcnn id^ il^n aud^ nid^t fenne ! — (Ein unbe* 
lannter g^reunb ift and) ein greunb. — ®thtn ©ie mir il^n, 
mein SBater; geben ©ie mir il^n. 

€boarbo» 9Benn id^ bir il^n nun gebe — ba ! (®iebt i^r i^n.) 25 

@milia, Unb ba ! (3m »cgriffe' flt^ bamtt ju burd^ftofien, reifet ber 
Saier il^r il^n »ieber au8 ber $anb.) 

Dboarbo. ©iel^, toie rafc^! — SRein, ba« ift nid^t für 
beine §anb. 
@miUa» ßg ift toa^r, mit einer §aamabel foff id^ — 30 

(@ie fä^rt mit ber ^anb na^ bem ^aare, eine )u fu^en, unb belotnmt bie 9lofe 
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iu faiien.) J)u nod^ ffxtx ? — ^etutttet mit bir ! bu gel^öreft 
nid^t in iai §aar einer, — tuie mein SBater tuitt, ba^ id^ 
toerben foff! 
€boarb0. D, meine S^od^ter ! — 
5 @mUia. D, mein SSater, tuenn id^ 6ie erriete ! — J)od^ 
nein; ba« tooHen ©ie aud^ nid^t. SBarum jauberten ©ie 

fonft ? — (3n einem bittem Xone, »ai^renb fle bie »ofe aerpfüütft.) ©I^es 

bem hjol^I gab eg einen SSater, ber feine 2:od^ter öon ber 
©d^anbe ju retten, il^r ben erften ben beften ©tal^I in ba« §erj 
10 fenfte — il^r jum jtt)eiten baö Seben gab. 2lber afle fold^e 
2:i^aten fmb öon el^ebem ! ©old^er SBater giebt e« leinen 
mel^r ! 
€boarbo. ®od^, meine 2^od^ter, bod^ ! (Snbem er iie bur<^* 

ftim-) (Sott, tua« l^ab' id^ getl^an ! (Sie »« flnJen, unb er faftt fle 
15 in feine Slrme.) 

(Smüia. ©ne Slofe gebrod^en, el^e ber ©türm fte ent* 
blättert. — Saffen ©ie midff fte lüffen, biefe bäterlid^e §anb. 



Jtdjter JCuftritt. 

©er ^rittg. SKarlneUu S)le »orlflen. 

^er ¥n«j (*« «ereintreten). 2Ba« ift bag? — 3ft (gmilien 
nid^t it)o^I? 
ao €b0arb0. ©el^r tt)ol^I, fel^r tuol^I ! 

^et ^riit§ (inbem er nft^er lömmt). SSJa« fel^* id^ — ©ntfe^en ! 

tRttrittem. SBe^ mir! 

^er ^rtttj. ©rauf amer SBater, toa« l^aben ©ie getl^an ! 

€boarbo* Sine Slofe gebrod^en, e^e ber ©türm fie ent* 
25 blättert. — SEBar e« nid^t fo, meine 2:od^ter? 
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Chnttia* SRid^t Sie, mein SBater — 3d^ felbft — id^ 
felbft — 

Ob0arb0« 3txd)t bu, meine 2^od^ter ; — nid^t bu ! — 
®el^e mit feiner Untoal^rl^eit aug ber SBelt. Stielet bu, meine 
2:od^ter ! 3)ein SBater, bein unglüdlid^er 3Sater ! 5 

(&mil%a. 311^ — mein SSater — (©te ftirbt, unb er legt flc fanft 
ouf ben SSoben.) 

Oboarbo* ^kf) f)xn\ — 9lun ba, ^ßrinj! (Sefäfft fte 
3^nen nod^? 3teijt fie nod^ '^f)xt Süfte? 9lod^, in biefem 
Slute, ba^ tüiber ©ie um Slad^e fd^reiet ? (Kad^ einer qsaufe.) lo 
3lber ©ie ertoarten, tüo bag atteö l^inau« foC ? ©ie erwarten 
bieHeid^t, ba^ id^ ben ©tal^I tuiber mid^ felbft feieren tuerbe, 
um meine %}^at h)ie eine fd^ale ^^ragöbie ju bef d^Iie^en ? — 
©ie irren fid^. §ier ! Onbem er i^m ben 2)oi(i^ »or bie 3ü§e wirft.) §ier 
liegt er, ber blutige 3^wge meine« SBerbred^eng ! 3^ 9^^^ ^5 
unb liefere mid^ felbft in ba3 Oefängni«. 3d^ gel^e unb 
ertoarte ©ie aU Slid^ter, — Unb bann bort — ertuarte id^ 
©ie öor bem SRid^ter unfer affer! 

^Cr $rilt$ (na^ einigem ©tiDfci^weigen, unter ipeld^em er ben Äörper mit 
Cntfe^en unb JBeraweiflung betrad^tet, iu aKorinetti). §ier ! I^eb* il^U auf. 20 

— 9lun ? bu bebenfft bid^ ? — ®lenber ! — (Snbem er ii^m ben 
SJoid^ aus ber ©anb reifet.) 3flein, bein Slut foff mit biefem Slute 
fid^ nid^t mifd^en. — ®el^, bid^ auf etuig ju Verbergen ! — 
®e^! fag' id^. — ®ott ! ®ott ! — 3ft e«, jum Unglüie fo 
mand^er, nid^t genug, ba^ ^Jürften SKenfd^en ftnb: muffen 25 
fidSf aud^ nod^ 2:eufel in il^ren greunb berfteffen? 



NOTES. 



The scene of the first and second acts of the drama is laid in Guas- 
talla, a small town in the northern part of Italy, on the river Po, near 
Modena. In the Middle Ages the town changed possessors several 
times, until in 1539 it came into the hands of the Gonzaga family. It 
wasraised to an independent duchy in 1621. During the lyth Cen- 
tury the dukes of Guastalla laid Claims to the small neighboring prin- 
cipality of Sabionetta, and anneiced it in 1708. A prince Hettore 
Gonzaga never existed, but Lessing knew from history that several 
princes of that family were notorious during the i6th and lyth cen- 
turies for their licentiousness and tyranny, although they were at the 
same time promoters of the arts and the sciences. With these general 
traits of the Gonzaga family, Lessing endowed prince Hettore Gonzaga. 

The last three acts take place in an antechamber of the prince's villa 
in Dosalo, a small place near Guastalla. 

The unity of time is strictly observed. The drama opens in the 
morning and ends in the evening. 

ACT I. SCENE I. 

Page 3.— line z. noHer JSrieffd^afteit ; üoHer is really the strong 
form of the nom. sing, masc, and is now used as an indecUnable adjec- 
tive with all genders and both numbers. So we may say to-day : ein 
S3aum öoUcr S3Iüten; eine ^flange öoKer S3lüten; ein SBäumd^en öoüer 
S3mten; Säume öoller ©tüten. 

L g. (icfct, an archaic form with the vowel of the ending unsynco- 
pated. This form often occurs in Lessing. — gef obctt, often employed 
by Lessing for the now more usual form geforbert. 

L 10. ^O^fle ^ei^tO^ntUia«. ©CWft^rt! This deUcate tum was 
probably suggested to Lessing by a passage in the second act of the 
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drama "Earl of Essex," of Antonio G)ello, a Spanish poet of the lyth 
Century. In discussing this passage in the ^amburgifd^e ^xama» 
turgie (No. 65), Lessing says : ** Now she (Elizabeth) is alone, and sits 
down to peruse the papers. She wishes to free herseif from her love- 
sorrows and to turn to worthier cares. Bat the first paper she takes into 
her hands is a petition from a certain count Felix. A certain count. 
«Must it just happen that that which first falls into myliands comes 
from a count?' she says. This touch is excellent. Suddenly she is 
heart and soul with that very count of whom she has just been un- 
willing to think.'' 

So here the mere name of Emilia dispels all other thoughts from the 
mind of .the prince, and makes serious work impossible for him. 

1. 14. ^di f^aht %n frft^ 2^ag gemalt, /^/ «/ /00 earfy. 

1. 15. äRard^efe (pron. SWarfc'fc), Italian title of nobility, »*tf r^«w. 

Page 4. — 1. 4. SSttfer, footman, messenger, They were peculiar 
servants of the princes and nobility of that time. Dressed in special 
liveries, they ran before or by the side of the carriage of the master, 
and were also employed as messengers. 

1. 12. So ^vA ai^ gelefcn ! Orsina asked the prince in this letter 
for an interview with him in the villa of Dosalo. The prince in his 
indifference to her, and with his thoughts fixed on Emilia Galotti, ne- 
glects to read the letter. This fact is important in the development of 
the catastrophe of the drama. (See Introduction, page xxxviii.) 

SCENE 2. 

This and the fourth scene disclose to us Lessing's remarkable insight 
into some of the most difficult questions of art. It is to be remem- 
bered that Lessing was one of the greatest thinkers on art in the i8th 
Century. His lüaoloott (An Essay upon the Limits of Painting and 
Poetry) appeared in 1 766, and forms a very important landmark in the 
history of sesthetics. Some of the thoughts expressed in the foUowing 
scenes are more fuUy developed in the ?aofoon, 

Pa^ 5.— 1. 3. ttid^t tiielei^, fonbern \>xtU The distinction be- 
tween öicl and Üieied is very well brought out here. ^\d, when not 
decUned, means much of one thing or of one mass conceived as ^ 
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unity, but when strongly inflected, it signifies a great number of things, 
each conceived separately. So we say : 2tmt nic^t auf einmal t)iele8 
(ötctcricl ober öerfd^tebene elngelne S)lnge), fonbern öiel (öon einer 
@ac^e). Accordingly our phrase means : noi many {different (hings), 
but much {of one thing) . This proverbial saying was probably sug- 
gested by Pliny (Ep. vü, 9) : " Aiunt multum legendum esse, non multa.'' 
1. 13. eilt toeitig tWtt lauge ^Cr, ofrather ancient date, 

SCENE 3. 

1. 20. mag ! be it so / 

1. 24. aSär' t^ aitd^ ! evm if it wert so ! e.g. even if it were true 
that she had bribed him. 

1. 25. aSeittt i^r Citt anberCiJ löUb, etc., if another picture (that of 
'EÄSL^^z),paintedwith different colors (those of true passion) and on a 
different canvas (upon the depth of bis heart), is willing to give place 
to her (to Orsina) again, — getlialet« See note, page 3, line 9. 

Page 6. — 1. I. toitt ; we should expect here toollte, but the prince 
uses XoiVif because he conceives the case as actually taking place. 
1. 4. (e^Sglid^er, now usually bel^agUd^er. 

SCENE 4. 

1. 6. tierttianbt = umgetoanbt or umgebrel^t. 

1. 8. ^(nsftgU^fiteit for the modern ^njle^enbflen. 

1. II. ^ai? gilt S^rer ^nft; ba« refers to the preceding words. 
My remark has reference to your art. 

1. 15. ^ie Ältttfi mitS malen, etc. Lessing here conceives creative 
nature to be a self-conscious artist. As such, she strives to produce 
creations of perf ect beauty, but owing to the resistance of the materials 
she uses, and the limitations to which time subjects her, her actual cre- 
ations fall Short of the ideal. All these limitations which prevent 
nature from reaching her ideal, the artist must remove from bis work. 
He must try to represent a person or thing as nature conceived them, 
and not as she made them. Hence, in the portrait of Orsina, idealiza- 
tion was necessary. 

l. 17. Kbfatt, defects^ imperfection^. 
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1. z8. hüß ^tvhtxh, now masc. Here it is used almost in the sense 
of ©d^äblgung, injury. 

In the second chapter of ?ao!oon, Lessing develops this idea still 
further. He sajrs : " Although the portrait admits of an ideal, yet the 
likeness should predominate in it. It is the ideal of a particular per- 
son, and not the ideal of man in general." 

1. 20. nottj tini^, obsolete for nod^ einmal. Tke thinking artist is 
worth OS much again (as the ordinary one). 

1. 2Z. bemungead^tet, e.g. notwithstanding the fact that you ideal- 
ized her. 

1. 23. fobert. See note, page 3, line 9. 

Pago 7. — 1. 12. ber fl^ ein tuenig fpdttif^ tier^ie^et (lit. < which 

is somewhat distorted with disdain ^^tlips that curl with just a Suggestion 
ofdisdain. 

1. 15. bCtt tOoQÜfHgen Spötter, the mouth is meant. The eyes 
must have control over the voluptuous, scoffing lips to make the latter 
charming. 

1. 20. äl'Jebnfeuattgeit* Medusa was a winged monster with snaky 
hair, slain by Perseus. Her eyes were said to have had a petrifying 
effect upon anyone who beheld her. So the eyes of Orsina have a 
freezing effect upon the prince. 

1. 23. 9ltl^t fo rebltf^ Ware rebüd^er, an expression very charac- 
teristic of Lessing's epigrammatic style. Lessing delights in empha- 
sizing an idea by a striking antithesis or by a play upon words. Here 
the first rcbttc^ refers to Conti's efforts to idealize, which he regards to 
be his duty as an artist; the second rcbU(f| refers to the actual likeness 
of the Portrait to Orsina. The sense therefore is : If you had not been 
so true to your conception of art and idealized Orsina, your portrait 
would have been a better likeness of the countess. 

1. 2g. ebenfo tuarm . * . ali$ tuarm ; the repetition of toarm ishere 
for emphasis. Just so in 9^at]^an, II, 7 : 2)cr (Sinbrudt fam fo fd^nctt 
at« fc^ncü er toiebcrum t)eiirf)njunben. 

Page 8. —1. 6. balb = beinal^c. 

1. 8. fdmmt, dialectic form of fomtnt, very often used by Lessing 
and other classic poets of the last Century; betfotttlttett, to come up to, 
to approach. 
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1. lo. ^OttOnt^, used here as in the l^aoloott, in the sense of ®t» 
' genffanb bc8 S3Ubc«, sufy'ea. 

1. 21. S^Cgg^ia, evening gathering^ soiree, The prince met her at 
the house of chancellor Grimaldi. (See Act II, Scene 4.) 

1. 24. Sttiinttetta* See introductory remark to Act I, Scene i. 

1« 25. Regelt has nothing to do with the modern German word 
!S)egen, sword, which is connected with the French word *dague.* 
Lessing uses here the word in its Middle High German sense of ^clb, 
brave warrior or saldier, 

Page 9.— 1. 8. )yet(0ten gefeit muffen; l^at is omitted before 
öcriorcn and also l^abe before öcrioren gelten laffen at the end of the 
sentence. This Omission occurs quite often in Lessing with modal 
auxiliaries in dependent clauses. 

1. 13. 9iap4ae(, the Italian painter Raffaele Sanzio (1483-1520), 
famous for bis Sistine Madonna, now in Dresden. 

Page 10. — L 9. Sfi^Ubetei, now obsolete for ©emälbe or ©IIb. — 

motfUr for toofür. ^or and für were originally different forms of one 
and the same word, whose first meaning was a 'spatial one. Even in 
the last Century these two words were used indiscriminately, one for the 
other, as Lessing does here. In modern German, however, the distinc- 
tion has become clearly marked. ©or has retained its old spatial sense, 
whereas für is used figuratively and has the sense of our Engl. prep. * for.' 
1. 23. 9)lit einem Stubin, for the modern form mit einer ©tubie. 

Page 11. — 1. 2. fo nod^ ettoai^ anbeti^, perhaps something ehe. 
Conti suspects that the prince loves Emilia, and therefore is so lavish 
with bis retnuneration for the portrait. 

SCENE 5. 

L 14. 9^0(1^ (in id^ mit bit jn neibifd^* He means that he wishes 
to have the picture all to himself, that he begrudges others even a look 
at it. 

SCENE 6. 

Page 12. — 1. 9. eitt!9mmt = cinfättt. See note, page 8, line 8. 
L II. '^vS^i^ tyetfd^tOOren ! The past participle is used here with 
the force of an imperative; lit. * don*t take an oath,' donU be rash ! 
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1. la. ^linnV t9 hodi fummett ? Marinelli suspects that the 
prince entertains some new passion. 

1* 15. ^a^a, a town in the province of Carrara-Massa in the 
north-central part of Italy. It was rnled tili 1731 by the princes of 
the house Cibo-Malespina. — toiK hUt(i^(lU&, makes it imperative. 

1. 18. flfi^ ftnbett, resign hersei/. 

Page 13. — 1. I. mit bet 9{ftnrilt» As soon as Marinelli sees 
that the prince's passion for Orsina is gone, he abandons her cause and 
cringingly uses language derogatory to her. So he calls her now Sf^ärrin. 

1. II. bett SRcft geben, tofinish or to settle. The books will put an 
end to her reason. 

1. 14. )oai9 ♦ ♦ ♦ eitifentt ^VLi, viz. her strained mind; mit, along 
with other things, What^ along with other thingSy alienated me front 
her, you surely will not use, etc. 

1. 25. tjiel %uPltbtn§, nor was there any occasion for much talk 
about it, 

1.29. £at)ye, lit. *mask,* here used contemptuously oi 2l pretty face, 
Schiller uses the word sometimes in a similar sense. (See äJ^arta 
©tuart, II, 9, and SöaUenpcin« Säger, Scene 5.) 

Page 14. — 1. 5* tf^ meig loo^I, bag @ie i^tt itic^t (eibeit fdttttett. 

This remark indicates that there is a long-standing hostility between 
Marinelli and Appiani. 

1. 7. ein fe^r mürbiget, iunger 9Ratttt, etc. Notice the prince's 
generous characterization of Appiani. The desire which the prince 
here expresses of attaching Appiani to his court, furnishes Marinelli 
with another motive for working against the count. Marinelli's 
highest ambition is to be the powerful court favorite in Guastalla. 
How can he then run the risk of being superseded by his enemy 
Appiani? (See Introduction, page xxxviii.) 

1. 9. botter @l§te» See note, page 3, line i. 

1. 14. ^iemuttt, Piedmonty a province in the north-western part of 
Italy belonging to the dukes of Savoy, who became kings of Sardinia 
in 1720. 

1. 16. 99lipfinbnii$, a literal translation of the French Word 
* mesalliance.* We should now say SWlßl^cirat» 

1. 19. SRit enet« bcften ^ftttfertt ! the deuce take your best 
families l 
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Page 15. — 1. 7. ^di fiaht au fragen , , « ttid^t (St* (Sr is used 
here to designate to Marinelli his inferior position. In the lyth 
Century, (Sr and ©ic (fem. sing.) with the 3rd person singular of the 
verb were used to express the height of politeness. In the beginning 
of the i8th Century, @te with the 3rd person plural became the 
. accepted polite form, while @r and ©le were used to persons of in- 
ferior rank. 

1. ai. 4^eitfet ! The prince's language is generally very refined, 
but here the caknness with which Marinelli repeats four times the 
words eben bie, rouses the prince to the highest excitement, and makes 
him burst forth into a rather vulgär oath. 

1. 31. fßttxMtt l The prince suspects that Marinelli knew of his 
love f or Emilia, but had purposely concealed from him her approaching 
marriage to Appiani, f or the sake of Orsina. Hence he calls Marinelli 
a traitor to him. 

Page 16. — 1. 3. benen, i.e. nad^ beren SBunfcl^. 

1. 4. ®ie* • * • ber ^Xt, etc. The personal pronouns of the first 
and second persons and also those of the third person, if they are used 
in address, are generally repeated after the relative ber, bie, ba9. The 
relative tütXäjtX, tütläje, toeld^eS is never used after such personal 
pronouns. 

1. 16. in bie 8ee(e ber Drftna ff^mdren = in tl^rem Spanten, für 
jle. (Sanders* SBörterbucI^, II, 2, p. 1054 i.) 
1. 17- SfS^rtc = ©^ur. 

Page 17. — 1. 17. bamtt, i.e. mit ber Söare, a very contemptuous 
reference to Emilia. 

1. 18. auf ehoaiS anbereiS beulen, ^Aen we shouid have to devise 
something eise, 3(n etloaö benlen means simply *to direct one*s 
thoughts to something,' whereas anf ettoad benlen implies that the 
person wishes to attain some end through his thoughts, hence *to 
think up,* * to devise.* 

1. 27. Notice the antithesis between fil^Ott and erft in Marinelli's 
answer. 

1. 29. roten, ' advise * or < aid with advice,' here used in the latter 
sense and almost equivalent to abl^elfen* Only things that have hap- 
pened cannot be changed. 
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Page 18« — 1. 5. ^0fa(O is unknown. Lessing probably meant 
it for ISDofoIo, a small place on the Po, near Guastalla and on the road 
to Sabionetta. 

1. 10. bief et ®ef anbte ; btefcn®cfanbtcnwouldbemoreusualto-day. 

1. II. S3ebiitge, obsolete for ©ebingung. 

Marinelli has conceived two plans for bringing Emilia into the 
power of the prince, One plan, which is comparatively harmless, he 
mentions to the prince; the other, which is a diabolical scheme to kill 
Appiani, he suppresses, checking himself when he is about to disclose 
it. The prince consents only to the plan mentioned, and would 
probably have rejected the second plan, had Marinelli proposed it to 
him. (See Act IV, Sccne i.) He grants, however, in the heat of 
passion, fall freedom of action to Marinelli, and thus enables the latter 
to carry out afterwards his second plot. 

The skillf ul arrangement of the fourth and sixth scenes, which are so 
important to the exposition of the drama, deserves attention. In both 
icenes the dialogue easily and naturally drifts toward Orsina and 
Jßmilia, and discloses to us the prince's relation to both of them. The 
contrast between the two portraits and Conti's genuine admiration of 
Emilia's grace and beauty, heighten the prince's passion for her, 
while Marinelli's sudden news of the impending marriage of Emilia 
Impels him to immediate and reckless action. The fourth scene pre- 
pares the way for the sixth, and both scenes not only give us a very 
good general idea of the characters of Emilia, Orsina, Appiani and 
Odoardo, but also throw considerable light upon their past history. 

SCENE 7. 

The prince, on the verge of despair, incapable of any clear plan and 
yet unwilling to leave everything to Marinelli, suddenly resolves to go 
to the Dominican church, in the hope of meeting Emilia there and of 
conf essing to her his love. This sudden resolution of his, so character- 
istic of his impulsive, passionate nature, is one of the most important 
elements leading to the catastrophe of the drama. (See Introduction, 
page xxxviii.) 

Page 19» —1. II. baiSntal for biedmat* 

1. 15. Sorfpreci^em for gürfpreci^erin. Emilia Galotti is of course 
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referred to. It was for^the sake of Emilia Galotti that he was at first 
ready to grant the petition of Emilia Bruneschi. (See Scene i.) Now, 
however, when he despairs of possessing Emilia, he is not quite so 
ready to do so. 

SCENE 8. 

This scene serves as a further characterization of the prince. His 
present impatience with matters of State is so great that he is ready to 
sign a death-warrant without even reading it, 

1. 18. toaS batanf ju tyerfftgen, wAa^ to do about it, 

Page 20. —l. II. @ig fault «nftaitb, etc., it can be put off m to- 

morrow. 

1. 13. aWe^re« for 3Äe^rcre8» 

ACT II. SCENE 2. 

Page 21.— -1. 10. toeitlt aitbeti^, con], provided that, 

Page22. — 1. 5. S^^er @ee(e! genit, depending upon ^utje. 
This is again characteristic of Lessing's style. He is so fond of strong 
antithesis that he sometimes doesn't even shrink from such an un- 
natural expression as ^u^ ber ©ecte. 

1. II. (Sinet ift genug, etc. This sentence is not to be interpreted 
as showing that Odoardo distrusts his daughter. It is rather intended 
to emphasize his very anxious care for Emilia, arising from his sus- 
picious nature and his stern notions of honor. Besides, inasmuch as 
we know of the prince's intention of speaking with EmiUa this morn- 
ing in church, these ominous words of Odoardo direct our attention 
to this event, and fiU us with a vague fear for the fate of Emilia. 

1. 13. toann for loenn. In the last Century the present distinction 
between ttJann and ttJcnn was not yet definitely established. 

1. 15. foKte gegangen fein, now ptte gelten foEen. 

SCENE 3. 

1. ig. ^ie refers to ÜBefud^e in line 18. 

Page 23.— 1. a. 5tttf ein SSwt ! a ward with you f 
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1. 4. tfogelfrei txtllktti ; we should now insert für before öogclfrel. 
You have been declared an outlaw, 

1. 22. ^iftoleit, gold coins worth ' about 1^3.60 a piece, and first 
coined in Spain. 

1. 25. 99leinettliegeit ! etc., ifU is all ihe same to you at what price 
you sellyour head^ I am satisfied. The sense is : You have forfeited 
your life anyway by the crime you have committed. Now if you don't 
care whether you receive any reward for it or not, I am content. 

Page 24.— 1. 12. ton = ttjcnn. 

1. 16. batnttt, * for that,* referring to the thought implied in the 
preceding two sentences. The sense of the passage is: If for that 
(for attacking a man of Odoardo's strength) there were only much to 
be gained from him, I should be willing to risk it. 

1. 24. tfuraitf = tooran. 

Page 25.— i. 7. fc^rc Wi\ an ttid^tö! don't concem your seif 
about anything! 

1. 10. 100» See note, page 24, line 12. 

SCENE 4. 

1. 17. @ic bleibt mit Jtt laitg^ aitö. Emilia*s unusually long stay 
at mass this morning directs our attention more forcibly than ever to 
the probable meeting of Emilia and the prince in the Dominican 
church. Odoardo's anxiety prepares us therefore very well for the 
highly important sixth scene of this act. 

1. 24. flfi^ fetbft Jtt (eben, a very expressive phrase used several 
times by Lessing. (See S^attjan, II, 9 : ,,2öer fici^ Änatt unb gatt ll^m 
(fid^) fclbfl gu teben nici^t entfci^Ucßen lann/') It means to live freely, 
to be independent of the pressure of extemal conditions, to develop 
fully one's own individuälity. Lessing ascribes here one of his own 
strong characteristics to Appiani. 

Page 26.— L 1, gebenfe = bcnlc 

1. 22. %Vi\X Itltig XiVSo^X tueife fei« tOoKett, let us notpreiendto be wise. 

Page 27. — 1. 5. betberbt; When used transitively, it has oflen, 
instead of öcrbirbt, the weak form, as here; throjigh our datighter he 
destroys all his hopes wiih the prince. 
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1. 8. benn ^ab^ ici^ bit fd^Ott gefagt, etc. Qaudia mentions this 
incident, to suggest to Odoardo that the prince probably does not dis- 
like him as much now as he did formerly. This whole account of 
Claudia shows that her motherly vanity to live with her daughter in 
Guastalla, and Odoardo's stubborn resolution to avoid the court, are 
the fundamental presuppositions of our drama. For it was due to 
Claudia's vanity that her daughter was introduced to the court at the 
house of Grimaldi. There Emilia met the prince, and this meeting is 
the beginning of the tragic action developed in the drama. But if 
Odoardo had lived with his family in Guastalla, he would never have 
allowed his daughter to be introduced to the court. 

1. 30. 2)it l^ätteft mit . . . fottcti getnetbet f^ahtn for S)u pttcp 
mir mclbcn follcn. 

SCENE 6. 

Emilia's account of the episode in church is the most important de- 
ment of the drama for the interpretation of her character. 

Page 29. — 1. 18. mit Cittö, now rarely used for fogtcici^. 
1. 31. C5 is used here with great force. It denotes something 
vague, mysterious or even spectral. 

Page 30.— 1. 6. matttt. See note, page 22, line 13. 

1. 8. ha^ l^eUige %mi, viz. mass. 

1. 10. bütfen* See note, page 9, line 8. 

1. 14. !31§tt fetbft* The fact that Emilia speaks of the prince as il^n 
felbjl, is not to be overlooked. Michael Bernays and Erich Schmidt 
justly regard this il^n fclbfi as a conclusive proof that the prince, not- 
withstanding Emilia's strong moral will, has made some impression 
upon her mind and heart. Ever since her first meeting with the fasci- 
nating prince at the house of Grimaldi, she has thought so much about 
him that, when in our impassioned scene the mother asks her who it 
was that spoke to her in church, she unconsciously speaks of him as 
ll^n fclbp, as if her mother and everybody eise knew this il^n- felBjl as a 
matter of course. This interpretation is conclusively borne out by a 
somewhat similar passage in S^at^ait bcr Söcifc, Act I, Scene i. 
Daja's mind is here -so preoccupied with the miraculous appearance of 
the Templar that she speaks of him simply as ll^m, as if Nathan 
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naturally .new and thought as much about the Templar as she did 
herseif. Sf^atl^an: S3eii^m? SBei ttjclc^em 3]^m ? 2)aia: «ell^m, 
bcr au8 bcm gcucr fic rettete. 9? a t ^ a n : 2ßer toav hai, ttjer ? 
1. 30. fonnett* See note, page 9, line 8. 

Page 31. — 1. 13. @r fprad^ unb ici^ l§a(^ il^tn geatttumirtet« 

Compare with this the prince's account of the same meeting in Act III, 
Scene 3. (See also note, page 48, line 9.) 

1. 21. ^ie ^nttf^i f^ai i^rctt liefunbem Sinn, ref erring to the 

well-known psychological fact that fear produces in us images which 
have no basis in reality. 

1. 26. ttifi^t O^lte 9Rigfallen expresses the very opposite of what 
Claudia means to say. Her thought is clearly either ol^Ite äl^tgfaUeit 
or nid^t ol^ne SOSo^IgefaUen. The expression as it Stands seems to be a 
slip of Lessing. 

1. 29. mit tin§^ See note, page 29, line 18. 

1. 31- 3^W Wttft i^ C^ fttöen, very important words for the inter- 
pretation of her character. Her healthy moral instincts prompt her to 
confess everything to Appiani, but her sense of obedience to her 
mother, whose judgment she respects, and her peculiar feelings toward 
the prince, of which she is hardly conscious, make her yield but too 
readily to the advice of her mother not to say anything to the count 
about the meeting. She thus unconsciously plays into the hands of 
Marinelli, and indirectly brings about her own destruction. For if 
Appiani had been informed of the prince's confession of love to 
Emilia, it is conceivable that the catastrophe might have been averted. 
(See Introduction, page xxiii.) 

Page 32.— 1. 6. bett Sieb^alier for bent Sicbl^aber. Lessing 

often uses the acc. with fci^metci^eln. — A man in love is called in mod- 
ern German ber ?iebenbe. ?lebt|aber is now used only of a lover of 
things or of a person playing the part of a lover in a drama. So we 
say : S)er ?leb^aber ber Äunjl or 2)er Stebl^aber Int 2)rama» (See also 
page 35, line 9.) 

1. 7. bell 9ianQ abjitlanfen, ^oge^ the better oß 

1. 25. ttel^mett = benehmen. 

Page 33. — 1. 3. in Hr, e.g. in biefer ©praci^e ber ©alanterlc. 
Observe also the antithesis between fUngt and ift. 
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SCENE 7. 

1. la. mat » * * tfttmuttn'bf a verbal form impossible in modern 
German. We should use now the simple imperfect Vermutete. The 
present participle can be used predicatively only when it has acquired 
a füll adjective meaning. So we may say : baß ^erfprcci^cn Ijl Binbcnb; ' 
er toav leibcnb, etc.; but when the verbal sense predominates, the 
simple present or imperfect tense of the verb must be used. 

Page 34. — 1. ao. (äffen, ^^^go, neglect. The infinitives tl^urt and 
laffen are used here with the force of imperatives. 

Page 35. — 1. i. fld^ . . . fdfjilfte, what would be appropriate for, 

1. 7. ^txXtn bebenten ^^rfttten. Karl Lessing, the poet's brother, 
criticized this passage on the ground that such a superstition was un- 
worthy of a tragic heroine. To this criticism Lessing answered as 
foUows: "In regard to the point about the dream you are quite 
wrong. . . . Emilia does not believe in the dream, but like her 
mother regards the dream as quite natural, on account of her greater 
preference for pearls than for stones. But although she does not 
believe in the dream as a foreboding, it may nevertheless make some 
impression upon her. Appiani is the one who lingers on this point 
longer than the other two. But I make him State the reasons for it 
too." 

1. 14. I^^nett, emphatic. She means that it is surprising that he, 
the enlightened serious man, should dwell upon such trifles. 

1. 25. ^Xt^tn^fflowing, 

1. 28. 3« fernem eigenen . ♦ ♦ ®\an^t ; therefore contrary to the 
then prevailing fashion of powdering the hair. Appiani, wTio longs 
for a simple, natural life, delights in seeing his bride dressed accord- 
ingly. 

SCENE 8. 

Page 36. — - 1. 8. fottf t^ fle Xtntn, etc., a rather peculiar remark 
of Claudia, only to be understood if we remember the sharp distinc- 
tions of rank which prevailed in the last Century. Appiani is a noble- 
man of high rank, Emilia belongs to the Citizen class; his marriage 
would therefore be regarded as a * mesalliance,* and might in jure his 
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social Position. (See speech of MariDelli, page 14, line 15 ff.) There- 
fore, Claudia thinks, he i:egrets his engagement to Emilia. 

1. 10. argmol^ttett for the more modern arglOÖl^ncn. 

1. 13. aU§Qtlan^tU feitt, a word borrowed from sailors' language. 
It means * to run out of a place/ * to sail out,* here to start out» 
, 1. 15. e^egeftern for the more usual öorgefiem. 

1. 22. 9]ileine gfrennbe (»ertangett, etc. Here we have one reason 
at least for his stränge melancholy. He despises the prince, and yet 
he promised to infomi him of his intended marriage. 

1. 28. JBei bettt $nn§e]t ? The effect of Emilia's silence begins 
to assert itself here. If she had told him of the meeting in church, 
would he have thought of paying his respects to the prince ? Would 
he not rather have been preparing to take some steps against the 
impending danger? 

SCENE 10. 

Page 37. — 1. 12. Wlttt, mein ^tXX ? spoken rather sharply and 
proudly. These words, and in fact the whole scene, show that he 
despises Marinelli, and would have as little as possible to do with him. 

Page 38. — 1. 8. gerttl^ett merbe, will deign er condescendto use 
my Services. 

1. 13. um bai9 btittC SBort^ every thirdword. 

1. 26. Sie müffeit ItOCi^ l^eitt^ abreifett. If Appiani had been 
informed of Emilia's meeting with the prince, he would have known 
at once the object of this hasty commission. 

Page 39. — 1. 15. tyetjttietfelt, confoundedly ; ttaib, in the de- 
rogatory sense. It has here almost the meaning of stupid, 

1. 27. cittCi? gtBgent ^^Cttn» He means either the German 
Emperor or the Duke of Piedmont, in whose territory his estates are 
situated. 

1. 29. ^ttg ici^ ♦ . ♦ barftbct fhritte ! spoken very contemptuously. 
Some such expression as c8 toöre Iä(i^erU(i^ is understood before baß. 

Page 40. — 1. 6. ait!^ biefetn ^aufe ? spoken with a tone of 
great surprise, to indicate to Appiani that such a marriage would be a 
decided * mesalliance.* 

1.9. S&^^^tXxt^X'^ Ibegyourpardon? 
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1. lo. ^anaäl, in that ease, 

1. II. (Seremuttie is very emphatic. Marinclli deliberately msults 
Appiani by the low Insinuation contained in this word and in bis 
next two remarks. 

1. aa. asir ttierbeit nn^ fpreil^en, you shall give accmnt ofthis. 

Page 41. — 1. 3. Witt ®ebttlb, etc., a threat whicb Appiani can- 
not of course understand. Marinelli*8 first intention of removing 
Appiani by sending him to Massa has failed. He is forced to chal- 
lenge Appiani to a duel, which he is, howevcr, too cowardly to fight. 
In Order to extricate himself from the impending danger and to help 
the prince, he now determines upon the murder of Appiani, which in 
his interview with the prince he thought of only as a possibility. (See 
note, page i8, line ii; also Act II, Scene 3.) 

ACT III. SCENE I. 
Page 42. — 1. 3. fo ütclüt e« babel, so it is setiUd. — So ge^t t» 

Hot ftd^ ? so it will take place ? viz. the marriage. 
1. 7- gettoiitmeit for benommen. 
1. la. weilt Sebett in bie Sdiat^e f^Iagen, to Hsk my Hfe. 

1. 13. f fl^e^ an older form of the preterit. 

1* 15. 3^ i^arttif4 ittgClt, to make one angry, to arouse on^s wrath. 

Page 43. — 1. 3. ^ü^ ptteit @ic ^tils^WH ? The imperfect and 
pluperfect subjunctive are often used in interrogative and exclamatory 
sentences to express an emphatic denial of a real or assumed assertion. 

1. IG. 9{a4bem t» fftat, n^ne Bmeifel; fällt = audffittt. The 
whole expression has almost the sense of yt nad^bem bie Umflänbe ftnb 
or 69 fommt auf bie Umßänbe an. Marinelli means to say that 
Appiani would of course have accepted the challenge if circumstances 
had allowed it, but in the present case no one would take it amiss if 
he postponed it for a few days. 

1. 30* l§a((ei9 S&t%t9, now more usually l^alben SS^eged. 

Page 44. — 1. 10. ^Ulltlltaitbll, a Company ofsoldiers, 

1. xa. felbß fünfziger, now obsolete. The more regulär form 
would be felbfl fünfgigPer, he himself with forty-nine others. We have 
a similar expression in iRatl^an, I, 5 : felbfl Skoangigfler gefangen« 
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1. 14. e^er = fonjl tool^I fd^oiu 

Page 45. — 1. 4. aber blc %nftalttn, etc. The prince intended 
to say that he hoped that the arrangements were of such a nature. 
that no violence would ensue therefrom. 

1. 5. %l^ fie mtr immer, etc.; we should use to-day tt)lc instead of 
ate. Immer is an expletive of emphasis. Tke preparations are as 
good as they could possibly be, 

1. 7. $(anf e) from late Latin ' planca,' meaning a thick, smooth 
board. Here it means 2ifence made of heavy, smooth boards. 

1. 8. mirb ♦ ♦ ♦ angefallen l^aben» The future perfect is often used 
instead of the pexfect, to express the mere supposition or probability of 
an action having taken place. So here and in the next sentence. 

1. g. nmbei = unter xot\6^tix. 

1. 26. SUier i4 fel§e bei alledem nii^t ab, and yet Ido not see the 

endo/ it all, 

SCENE 2. 

Page 46. — 1. 3. in Jebem @4(age, in each coack-door.-^^tlß 
zeigen for Slnjeiti^en, si^yts. 

1. II. äffen* See page 40, lines 19 and 23. 

1. ig. nnbereitet for um^orbereitet. Appiani was armed with a 
pistol, which was quite natural at a time when bandits were common 
in many parts of Italy. 

1.25. SoKenbi^ mein bratyer 9lxcoUl and my good Nicolo tooi 

— ^ai? S5ab be§a||(en, almost equivalent to büßen, who had to pay 
for it (with his life), — 3Äit, alsoy viz. together with the count. 

Page 47. — 1. 3. Sierteit, the older form of SBiertet. 

1. 7. 3Äit beinem 9KCO(0 ! the deuce takeyour Nicolo ! 
1. 9. ber ®raf * * * 9(f<tt^r l^' count took good aim athim» 

SCENE 3. 

Page 48.— 1. g. SBaiS finb mir ad^bann metter ? what progress 

have we then made? 

1. 24. fonnte ic^ il^r anc^ nic^t ein SBurt am^preffen. This State- 
ment of the prince contradicts Emilia's account of the same meeting 
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(page 31, line 13), in which she said that she answered the prince. 
Besides, the prince affirms again (page 52, line 17) that Emilia did not 
speak a word to him. Of these two accounts the Statements of the prince 
are the only ones we can accept, for there is no conceivable reason 
why the prince should falsify to Marinelli the true State of things. 
Emilia's Statement can be explained by remembering the confusion 
and fear that overcame her when she heard the prince*s voice. She 
doubtless intended to answer him, and in her excited account to her 
mother thinks that she had actually done so, although she admits at 
the same time her inability to recall her words to him. It is therefore 
highly probable that this contradiction between Emilia's and the 
prince's accounts was deliberately intended by Lessing as an additional 
indication of her State' of mind at that time. 

SCENE 4. 

Page 49* — 1. 13. bleibt, hlith ; notice the difference of tenses, 
which well suggests to us the sequence of events. When the attack 
was made, the count probably sprang immediately out of the carriage 
to defend himself against the bandits, while Emilia and her mother 
remained inside. Then Emilia was snatched out of the carriage, so 
that the last person she saw was her mother. She therefore uses the 
present in asking about her mother, and the preterit in inquiring 
about the count. 

1. 18. ^a§ ttätC ! impossibU I See note, page 43, Une 3. 

Page 50. — 1. 5. ol^nf etit for unfern. 

1. 10. ®te ift tfienei^t i^X^ It is very significant that Emilia, in 
speaking of the attack, expresses great anxiety about her mother, but 
does not mention Appiani. This would indicate that her mother, and 
not. Appiani, is uppermost in her mind. Some critics have urged that 
her modesty and her aversion to Marinelli make her shrink from men- 
tioning Appiani in his presence. But it is to be remembered that 
Emilia utters these words in a moment of great excitement and anxiety, 
when such self-restraint and reflection would be highly improbable in 
a girl like Emilia. (See Introduction, page xxi.) 

1. 26. geritten« See note, page 38, line 8. 

1. aS. um, wUh. 
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SCENE 5. 

Page 51. — 1. 15. bcr ®raf, 3^re SRutter« The prince pretends 
to have just come from Appiani and the mother. 

Page 52. —1. 25. Ithtn @ic nitH^t, etc. It is very important to 
notice here the Impression which the prince's passionate speech makes 
upon Emilia. Trembling, she is just as unable to answer him now as 
she was in the moming. She is entirely helpless in his presence, sc 
much so, that, although she distrusts him, she yet follows him almost 
against her will. 

1. ag. ÜeifaKeit ; we should be more apt to use to-day einfallen« 

Page 53. — 1. a. fjf0(0eit @ie tttti^, said to remove Emilia's sus- 

picion. 

1. 5- ttlie meit er eiS * * * WU i^r bdttgt, Aow hegets on with her, 
1. 7. ttid^t • * « metbeit ; pleonastic negation commoü in ordinary 

speech after toerl^inbenu 

SCENE 6. 

1. 18. ttttb mo tmr iti^t, ifnot, 

1. 25. Sttgett ntail^etty amazed. 

Page 54. —1. 7. fn ehOOiS tlUtt, a kindofa, 
1. 8. bie llteiftett« See note, page 32, line 6. 

SCENE 7. 
1. 23. Ottfge^OlietttV for beffer aufgel^oben, better taken care of. 

SCENE 8. 

Page 55. — 1. 6. beifalleit* See note, page 52, line 29. 

1. IG. maiS iÜB^ Itil^t ttlütte, not thatlam aware ofit, 

1. 13. ä^arci^efe ^atitteKi« By emphasizing SUiardftefe, he gives 
Claudia a broad hint that she did not address him with the respect due 
to his Position. 

1. z6. bat ifi^ • * * Iti^t berl&tlltbe ! Ut me not calumniatel 
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Page 56. — 1. 19. ^ifi tier^ei^e bev battgeit SRittter has refer- 
ence to the expression of Claudia, beilt ^tinh, of the preceding line« 
©ein expresscs there inferiority and contempt. 

1. a6. ^er $rin§ ? As soon as Claudia hears that the prince is 
with Emilia, the whole plot dawns upon her. Her own daughter in- 
formed her of the meeting in church that moming; she overheard the 
angry words between Appiani and Marinelli; she knows that Appiani 
is dead and that Marinelli is in some way connected with the murder. 
With these facts in mind she has no difficulty in discovering the plot. 
It is to be noticed that the prince's hasty conduct in the moming be- 
gins now to teil against him. 

Page 57. — 1. 4. ^üttXtintfttn, ih^ Holy Virgin, 

1. 10. ^Id^ ! 2)i«ii ! See note, page 56, Ime 19. 

1. 14. fll^loftniteit, y(nir mind is wandering, you rave. 

ACT IV. SCENE i. 

Page 58« — 1. 14. ftber mir for über mi(i^, on aceount ofme. 
1. 16. maiS \^ Heber * « * itiif|t geliBrt . * * it^tbett min, what i wouid 

rather not have keard, 

Page 59. — 1. 5. ili^ bin mtfci^ttlbig. See note, page ig, line 1 1. 

1. 7. betn trafen ; lojlen is to-day generally followed by the acc. 
of the person. 

1. 14. ^aa tutb gfaa = plb^Uc^. 

1. 21. fid^ betreten (äffen, to be surprisedox cau^t. 

Page 60. — 1. ag. baiS %t^it ®VXä maiS; instead of toa« we 
should expect ba9 or XotlS^t^, Schiller and Goethe also use occa- 
sionally XO(X^, where the simple relative would be more grammatical. 
This usage is common even to-day, especially in North Germany. 

1. 31. Ultb a\^ biefeiS — , an anacoluthon. The prince probably 
meant to say : And as such (as a piece of good fortune for me) I 
should regard it, no matter how it happened, if only it had been done 
quletly. 

Page 61. — 1. a. %n)^)^ ! lagree, or very wdl^ like the French • töpc.* 

1. 4. l^eilfant, useftUy a crime that would further my purpose. 

1. 5. tOJIre, hypothetical subj. 
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1. 7* attf beit Stopf Sltf agett, ' to assert a thing boldly and de- 
ddedly,' ea^A one would boldly refer it to us. 
1. i6. Wa& läge* See note, page 43, line 3. 
1. 27. liod^0 for the present für it^t,/or the time being, 
1. 30. einfältig, here = clnfac^. Translate, to be brief, 

Page 62. — 1. 6. ttiai^ er im ^xV^t fi^re = ido« er beabftd^tige. 

Marinelli is perfectly right when he says that his plans were foiled 
by the prince's confession of love to Emilia. If the prince had not 
taken this step, the murder of Appiani would have been ascribed 
entirely to the rapacity of the bandits; Emilia, Claudia, Orsina and 
Odoardo could not have had the least suspicion as to the intentions of 
the prince, and Marinelli's plot might have succeeded. 

SCENE 2. 

1. x8. jOrfina ? ♦ . ♦ iDrfitta ? The prince suspects here that 
Marinelli is responsible for this sudden appearance of Orsina in 
Dosalo. (See page 12, line 8.) 

1. 26. auf ^ttbffitaft fommeit, to come as a spy, 

SCENE 3. 

Page 64«— 1. x. 3« ^^W ^Ofalo; modern usage would prefer 
in bem S)o{aIo or auf bent S)o{aIo. 

1. xo. ift toeimattenb« See note, page 33, line 12. 

1. 12. So l^at er meinen ©rief, etc. See note, page 4> line 12. 

1. 20. SntmortiS genng. 9(ntn)ort is here used as a neuter noun. 
It wavers between the feminine and the neuter for several centuries, 
until the feminine becomes the established gender. The genitive 
depends here upon genug. 

Page 65. — 1. x. ^eqniefe, ©efreifii^e; these somewhat con- 
temptuous words refer to Emilia, whom she instinctively suspects as 
her rival, although she does not yet know her. 

1. 12. @fi^niffffi^naff, formed by a reduplication from the noun 
@d^nacfe (* nonsense '), with a Variation of the vowel in the first part, 
alter the analogy of words iike ©ingfang, 3^^3^^f Ällngflang, etc. 
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1. 16. ttittrc» See note, page 43, line 3. 

1. 25. 9J^t an§ ^era^tung« Goethe thought that the word 
SSerad^tung was not in keeping with Marinelli's character as a polished, 
diplomatic courtier. And yet this is hardly a slip of Lessing, but rather 
serves to characterize Marinelli. Knowing that Orsina is no longer the 
favorite mistress of the prince, he is now indifferent about the language 
he uses to her. 

Page 66. — 1. 8. naä\planhttnht§ ^ofmfttmii^en, lit. parrot-like 

court puppet^ court parrot, 

1. II. ^leidjgiKtig ift bie @eele, etc. This whole sophistical 
argument of Orsina on ©Iclci^gültlgfcit is intended by Lessing to show 
her fondness for philosophizing, which has confused her intellect, and 
made her lose the love of the prince. (See page 13, line 12.) Sense 
and nonsense are here intermingled. She wishes to prove that in- 
difference is a mere word without content. She then proceeds to 
define ®lclcl^gültig!cit very well. One can be indifferent only toward 
a thing about which he does not think seriously, only toward a thing 
which is nothing for him, in which he has no interest. But in the 
second sentence, by arbitrarily omitting für ftc after '^^% — baS (für 
ftc) !cln S)lng ijl — she reaches her startling conclusion. Her final 
argument would amount to this: that indifference toward a thing 
destroys the existence of that thing, and hence is nothing. But indif- 
ference toward a thing does not do away with its existence, and hence 
her conclusion is absurd. 

1. 21. ja, i(^ bin eine, to be taken quite seriously. Her preceding 
remarks show that she is proud of her intellectual superiority. 

L 23. Cfterer, a form still common in Saxony. The comparative 
Öfter is regarded here as a positive, and is raised to a comparative by 
the ending er. In the same way the English * near,* which is a com- 
parative of * nigh,' forms the comparative * nearer.* 

1. 24. ift t^ mobl ttOri^ SBnnber; modern usage would require ein 
SBunber. 

Page 67. — 1. 9. @torf, idiot^ blockhead, 

1. II. 4tt laActt ntadlt: at the present time we should omit 
the 3U. 
1. 12. ernftl^afte ^zMt* She thinks of the purpose with which she 
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came to Dosalo, viz. to kill the prince. (See Act IV, Scene 7, last 
Speech of Orsina.) 

1. 30. SBir (OÄetl un» ^pttältn, e.g. according to tue will of 
Providence. 

SCENE 4. 

Page 68. — 1. 3. ttnetltflJ^IÜffig, a word no longer in use to-day. 
It arose from a mixture of unfd^Iüffig and Uttcntfc^lofferu 

SCENE 5. 

This scene is a parallel to the great scene between Marinelli and 
Claudia, Act III, Scene 8. In both scenes the plot of Marinelli is 
gradually brought to light, and Orsina's and Claudia's knowledge of 
the plot will serve later on to impel Odoardo to action. 

1. 18. bie xdi mvi hin for ber td^ toert Bin. 

Page 69. — 1. 18. über bicfe ßügc; at present we should say über 
blcfcr ?ügc or auf blcfer ?ügc ertappen. 

1. 30. ge^t . ♦ ♦ ItUgemeitt naf^t, grieves uncommonfy. 

Page 70. — 1. 7. 2Ber ? — (Smilia ©alotti ? With all his 
shrewdness Marinelli destroys his own scheme by yielding to Orsina 
and telling her the name of Appiani's bride. For as soon as Orsina 
hears the name of Emilia Galotti, she sees at once through the whole 
plot. Her spies, who have been of late watching all the movements 
of the prince, have followed him in the morning to church, have heard 
him speak to Emilia, have found out her name and have reported 
everything to Orsina. On her way to Dosalo she heard of the murder 
of Appiani, but still knows nothing of the count's relations to Emilia 
Galotti. She herseif says : ^6) bin fo lange au8 ber @tabt, baß ic^ ÖOtt 
ntd^tS iDClß. Now it is Marinelli's Information that Emilia was the 
bride of Appiani, that furnishes her the clue to the whole plot. Her 
thorough knowledge of the ways of the court of Guastalla suggests to 
her at once the connection between the murder of Appiani and 
the abduction of Emilia to Dosalo. It is again to be noticed how 
the hasty conduct of the prince in the moming, natural a9 it is, react9 
againstbiro« 



ACT IV. SCENES 6 AND 7. 119 

1. a6. ttttti wetiti 6ic (eftft ber Senfe! tnihrett« Shc immcdiately 

suspects Marinelli as the chief agent of the plot, for she knows but 
too well his past career in the Service of the prince. 

Page 72« — 1. 1. flil^ itoUtn, pass out; fiBer $a(i$ t6er i^o^f, 

headlongt in utmost haste, 

1. 3- «ttt £attgeiS Itttb S3retteiS, had a long conversation, 

1. XX. ttttt betl ^ali^ rebett, you wiUforfeityour life by your talk. 

SCENE 6. 

1. ax. tooHenbiS, /^ ^<7/ M^ climax, 

Page 73. — 1. g. (Sein = feien; Oberfter = OBerjl. Lessing 
still feit the word in its adj. sense, and therefore gave to it the strong 
adj. ending. 

1. xo. Übel« = Übte«. 

1. 14. Iion toegen, now obsolete for the simple tDegen. 

1. a6. At present we construe crlaffcit with the dat. of the person and 
the acc. of the thing. So we should say here : 3>d^ ertaffe Sinnen ble«. 

Page 74. — 1. 8. geben, wkat to think or how to value her talk, 

1. xo. ^ tniS 9Bort laffen, obsolete for ftd^ in ein ©efprad^ ein« 
laffen. 

SCENE 7. 

Page 75. — 1. i. vS^ toergeffe, e.g. what Marinelli told him, that 
she was insane. 
1. a7. genng miffen motten, you who claim {or think) that you 

know already enough, 

1. ag. f^ran* In the sudden excitement which overcomes him he 
forgets to address her with the more proper title SRabame. 

Page 76. —1. 7. @(i^larafFen(eben, life of the fooVs paradise, a 
life of idleness and enervating luxury. It has been often desoribed, 
among others by Hans Sachs in his ©c^taraffenlanb (1530). 

1. II. ^^t^'^MtXi @ie nilijt, etc., lit. *do not pour your drop ot 
poison into a bücket (of water).* By doing so each drink of the 
poisoned water would be weaker, but the effect of the whole would be 
tbc samet Po not miti^ate the bßd ncws by imfarting itgradually. 
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1. 20. ttietttt t§ ahqtttM ttforben. Orsina in her jealousy «vöuld 
like to prove Emilia an accomplice in the criminal plot. (See Intro- 
duction, page xxx.) 

1. 27. jD ht§ gnSbigett ^nitgett ! ironical reference to Claudia*s 
words. (See page 27, line 13.) 

1. 28. tOXXft t§, possibly a reminiscence from Othello, Act IV, 
Scene i : " Work, my medicine, work ! " It is to be remembered that 
Lessing was an enthusiastic Student of Shakspeare, and was one of 
the first men in Germany who had a genuine and intelligent apprecia- 
tion of Shakspeare's greatness. 

Page 77. — 1. 14. bie ttftt, bic bcftc; to-day we omit the second blc. 

1. 15. fcft eittfti^toffen, e.g. to kill the prince and to poison herseif. 

1. 27. S^aCl^aittittttett, in Greek mythology female devotees of 
Bacchus, who at certain definite periods worshipped in the wildest 
orgies the god of wine. Lessing has evidently the story of the Theban 
King Pentheus in mind, who opposed the introduction of the wild rites 
of Bacchus into his city, and who, in punishment for his crime, was 
tom to pieces by a troop of raving Bacchantes led by his own mother 
Agave. (See the Bacchae of Euripides.) — f^ttHett, the terrible Greek 
goddesses who hunted down and avenged unnatural crimes. They 
were represented with snaky hair, brazen foot and of terrible aspect. 

SCENE 8. 

Page 79.— 1. 3- SBiffetl faittl flc tS nxäit, a remark which Shows 
that Qaudia had not the courage to inform her daughter of the plot 
and its fatal results. 

h 7. @ic ift bie ^ntd^t^amftt, etCv a very fine characterization of 
Emilia, as her conduct in Act V, Scene 7, will show. 

1. II. @te ^pvid^i mit i^m, etc. The poet has not brought Emilia 
upon the scene throughout this whole act. He indicates to us here, 
through this remark of Qaudia, what Emilia has been doing behind 
the scenes. In her conversation with the prince she has been gradu- 
ally regaining her self-control. 

L 21. SBo^Itl^ätetitt» He calls her so, because she told him how 
things were, and because she gave him the dagger which he now in- 
tends to use against the prince, 
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ACT V. SCENE i. 

Page 81. — 1. II. ^tih^att, from Middle High German Niihart, 
which means * streng or persistent in envy and hatred.* Marinelli calls 
him so, because Odoardo opposed the prince's claims to Sabionetta, 
and now begrudges him Emilia. 

1. 17. ^dren fiC, etc. Marinelli is going now to explain to the 
prince the pretext by which he hopes to keep Emilia in Guastalla. 

SCENE 2. 

Notice throughout this and the following scenes Odoardo*s struggle 
to maintain his self-possession, and to subdue his constantly rising 
wrath. He wishes above all to act calmly and rationally. 

1. 25. für for Dor. See.note, page 10, line 9. 

Page 82.— 1. x. SBai? \^vA bic gefrftitfte Sitgettb, etc. Odoardo's 

lack of resolution begins to assert itself here. He is in search for rea- 
sons to excuse himself to his conscience. He thinks that by killing 
the prince he would avenge both Orsina and his daughter, and to 
avenge Orsina would stain the purity of his deed. He therefore re- 
f uses to act at all, leaves the avenging of Appiani's death to Heaven, 
and finds momentary satisfaction in the contemplation of the pain and 
despair which ungratified passion will bring upon the prince. (See 
Introduction, page xxvii.) 

1. 8. S^erbreti^ett ; here it means almost < the consciousness of 
crime.* 

1. zo. Bfttett, here in the sense of befriebigetu 

SCENE 4. 
Page 84. — 1. 5. ob iii^ e« fii^ottttiti^t bilrfte, althoügh {but for 

this) I oughi not to do it, — iEBftten(^, tyranty in the sense that Schiller 
uses it in his poem ,/S>\t ^ütgfd^aft,'' a ruler who violates the laws of 
his country to satisfy his lower desires. 

1. zz. ^offf^^tan^e, nowmasc, a court-parasite, 

1. Z4. toel^etl refers to !93omanb. 
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SCENE 5. 

Here the pretext agreed upon after Scene i comes to light. (See 
note, page 81, line 17.) 

Page 85. — 1. 5. @ic ift in ttCUCr UtXtt^t, etc. This is untrue, 
as the very first words of Emilia in Scene 7 show that she knows 
nothing of the departure of the mother. 

1. 8. ^m %tinmpfit, because of the fortunate (?) escape of Emilia 
and Claudia from the attack of the bandits. 

1. 30. eiltjltrebett for the modern bretngureben, * to raise objections,' 
A? interfere, 

Page 86. —1. 8. t^ ge^t «tir tia^e, itgrieves me much. 

Page 88. — 1. ax. fftl^rt, puts his hand, 

1. 24. ^ai? ftirari^ (ein (ftigcl ! For the significance of these 
words, see Introduction, page xxix. « 

1. 26. (Sic flttb inrig for @le Irren jtd^. 

Page 89. — 1. 16. bie gute @ibt|Ile« Sibyls were priestesses of 
Apollo, who, in an ecstatic condition of mind bordering upon mad- 
ness, proclaimed the Oracles of the god. So Odoardo fancies that 
Orsina, when almost in a State of insanity, revealed to him this whole 
monstrous crime, and moreover uttered ambiguous sajrings, the füll 
meaning of which he now understands. 

1. 24. mit {ifj^, fjittttett ei^ Ratten ; mit ftd^ is placed here before 
tonnen for emphasis. 

1. 29. fott VS^ fie gar ttiti^t ftiretJ^ett, etc. To be consistent Mari- 
nelli should have opposed Odoardo's request to see his daughter. If 
for the sake of an impartial trial father and daughter are to be separated, 
it is absurd to allow them any interview at all. But Marinelli, highly de- 
lighted at the seeming success of his cunning plan, forgets for a 
moment all its bearings, and carelessly grants an interview which is 
destiped to destroy with one blow all his ingenious schemings. (See 
Introduction, page xxxiv.) 

Page 90. — 1. 13. ttlCIttt @ie mcitl f^renttb, etc. The prince does 
not seem to have observed any of the inward struggles of Odoardo; 
he beUeves he has triumphed, and therefore speaks so kindly to 
Odoardo. 
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SCENE 6. 

1. 20. @0 ober fo» These words probably refer to his doubt as 
to whether he should kill the prince or his own daughter. — {tfi^ tttX» 
ftftttbt* In this awful xnoment of despair, when he hardly knows what to 
do, his suspicious, brooding nature asserts itself again, and he questions 
the innocence of his own daughter. It seems that the suspicion thrown 
out by Orsina (page 76, line 20) has left a deep Impression upon bim. 

1. 25. ttiai^ fllJd Itttr bettfett läfit, something that may onfy be thotight 
(but not uttered), viz. killing his own daughter. 

1. 36. 9Ber ^e ttttfli^ttlbig, etc., another proof of his indecision. 
(See note, page 82, line i.) 

SCENE 7. 
• Page 91« — 1. 7- fBttttitt t^ vXi^i attf eitte^^ ? We should use 

to-day ^Inau« after eine«. 
1. x6. ttttb ttiaruttt er X^i ift ; tDarum very emphatic. 

1. 25. 9Bai$ \iiiXt t§ battlt, etc., wAat difficulty would there then be 
(if we could flee) ? The question has often been raised whether there 
is not a pos^ible way of escape. Those who have read the drama 
closely must see that there is no way by which Emilia could extricate 
herseif from the power of the prince. She is to be kept in Guastalla 
for examination. Under a plausible pretext of justice she is to be en- 
tirely separated from her parents. The prince is an absolute sovereign. 
He can easily find means for retarding the trial, and during all that 
time Emilia is to remain at the house of Grimaldi, the place which she 
fears most. 

Page 92. — 1. 6. tuer ber äl^ettfil^ Ift ber, etc. A similar senti- 

ment Nathan expresses (Act III, Scene 3) when he says : Äcln äJ^enfd^ 
muß muffen. 

1. 23. %\» ob toir feittett SBiUett \fi}At% etc. The thought of a 
▼oluntary death flashes through her mind. 

1. 26. eittettt iiott beibeit « • • beibett, etc. In his rage he says 
that he wished to kill both, but as a matter of fact he intended to kill 
only the prince, because he regarded him as the only guilty one. He 
now sees that Marinelli is equally guilty. (See page 88, line 21.) 
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Page93.— 1. 8. OTcr itlcf)t öfter aUt »erfiHnttig, etc. It is 
upon this confession of Emilia that the interpretation of her character 
and of the whole drama, in fact, must finally be based. Some critics, 
wishing to *rescue' her character, would have it that she overstates 
things here, that she purposely uses the strengest language at her 
command, in order to arouse the wrath of her father and thus induce 
him to kill her. They forget that such conduct would hardly be in 
keeping with the character of a simple, innocent, inexperienced girl, 
such as they conceive Emilia to be. Besides, such an interpretation 
assumes a calm deliberation on the part of Emilia, which is impossible 
here. On the contrary, this confession is uttered here with an inten- 
sity of conviction which must exclude all such calm reflections as those 
mentioned above. This is the most tragic moment of her life, and if 
she ever was true to herseif, it is now. She may exaggerate the dan- 
ger, but she believes in all that she says. The overwhelming misfor- 
tunes of the day have suddenly matured her and made her powerfully 
conscious of a serious weakness in her character which makes her dis- 
trust herseif. (See Introduction, page xxiv.) 

1. 13- ^^ ftin für nx^t^ qni, I shallbe responsibU for nothing, 

1. i8. "yVv^i^ @d^Umttterei$^ e.g. than the loss of their innocence. 
— f^rangett ^aufeitbe, etc. She thinks of the legendary accounts of 
Christian virgins who, in the early days of Christianity, in order to es- 
cape the lust of some pagan tyrants, drowned themselves and were 
afterward canonized. Later on, however, such martyrs were not can- 
onized, for the Catholic church expressly forbids suicide. 

1. 21. Unb »etin bit Hn tennteft, etc. He thinks of the irony of fate 
that this dagger, which Emilia now wishes to use on herseif, belonged to 
the mistress Orsina, who intended to kill the prince with it. Odoardo 
thinks that if Emilia knew this fact, she would shrink from this weapon. 

Page 94.-1. 2. mie mein »ater ttlitt, etc. This delicate touch 
was probably suggested to Lessing by the words of Desdemona (Othello, 
Act IV, Scene 2) : " Such as she says my lord did say I was." 

1. 4. O meine %^to^itX ! The tone of voice and the gesture which 
accompany this exclamation make Emilia believe that Odoardo wishes 
to kill her. But his raised band sinks again, incapable of the deed. 

1. 8. mol^I gaft Z^ eine« ^ater, etc. She refers of course to the 
deed of the Roman Virginius. 
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1. g. bett crficn bCtl Heften. See note, page 77, line 14. 

1. 10. Jltm itOtittn ; TlaU is understood. 

1. 14. (Bott, t»a& fiah^ Xd^ getl^ait ! Odoardo, unlike the old 
Roman father, is overwhelmed by the consciousness of the deed which 
he has just committed. He could do it only in a moment of the 
highest passion. (See Introduction, page xxxi.) 

SCENE 8. 

Page 95. — 1. i. 3^ (eftft. Much has been said about Emüia's 
untruthfulness in the last moment of her life. But are her words un- 
true? Would Odoardo's deed have been possible without her own 
free will to die ? Qearly Odoardo was merely the instrument in ac- 
complishing the deed. It seems that by the above words Emilia means 
to indicate to the prince that her father did not kill her against her 
will, but that she herseif preferred to die rather than to fall a prey to 
him. 

1. 13. eine f(^a(e ^ragobie« Lessing violates here his own prin- 
ciple, developed in his Dramaturgy (No. 42), in which he severely 
criticizes the dramatist for using any word connected with the stage. 
Such words spoil the illusion of the drama. 

1. 20. l^eb^ i%n anf« The question naturally arises why Marinelli 
should hesitate to pick up the dagger. Niemeyer suggests that the 
weak prince wishing to free himself from the responsibility of punish- 
ing Marinelli, bids him pick up the dagger, in order to give him the 
opportunity to turn it against himself. Marinelli then hesitates from 
natural cowardice, and because he cannot believe that the prince 
means seriously what his tone of voice and gesture would indicate. 
It is not tili the prince angrily exclaims : " What? You hesitate?" that 
Marinelli picks up the dagger and acts as if he were about to stab 
himself. When the prince sees this, he suddenly changes his mind, 
snatches the dagger from his band and says: "Wretch! No, your 
blood shall not mingle with this." Then he banishes him from court. 

(3lrd^lö für ha^ @tubium bcr neueren ©prad^en, vol. 23, page 380.) 
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